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ESSAY 1 


PRINCIPLES OF MODAL CLASSIFICATION 

By early 1400s Turkish theorists of music commenced to develop in 
parallel two models of modal classification, the taxonomic approach and 
the transformative one. The principle of taxonomic classification was 
inherited from the Islamic theorists. Subsequently the taxonomic model 
had predominated and had informed the frame of mind of the theorists, 
establishing the basic coordinates of the system. 

The taxonomic model considers the distribution of elements into 
organized classes and subset procedures that recognize hierarchies with 
the help of identities and alterities. Essentially taxonomy involves the 
procedures of systematic organization of observed data. Wherefore tax¬ 
onomic classification is generally meant as the distribution of a given set 
of elements into a certain number of coordinate and subordinate sub¬ 
sets. As such, the taxonomic model prescribes a hierarchic classification 
and a mechanistic gradation of subsequent sets of data. 

The transformative model is evolutive and concerns the aspect of 
progressive development proceeding from certain tonal points through 
transposition, modulations and evasions at deep level of structures and 
between deep and surface levels. Transformations refer also to deter¬ 
mined functions and isolated or oriented evolutions connecting the enti¬ 
ties under certain conditions that remain to be specified as either 
optional or obligatory. The rules ordering the modus of derivation in the 
concatenation of transformations are formulated in generations of suc¬ 
ceeding levels. Henceforth, the generative system of rules and patterns 
evolves in stages, and gradually transmits the progression from pitch to 
pitch and mode to mode through different levels of melodic evolution 
that strive to reach complexity. 

It follows that the taxonomic concept of classification is systemic, 
whereas the transformative model is generative. The substantive dis- 
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tinctions between the two views did not exclude the mutual combination 
of the approaches since both procedures survived side by side and were 
effective in the analysis of Turkish modes throughout the historical peri¬ 
ods. In a proper manner, textual transmission had been consistent and 
rich in adequate examples. Individual theorists assumed dissimilar 
views in proposing both approaches and struggled to balance divergen¬ 
cies and equivalences in elucidating the development of melodic modes. 
They consistently maintained the distinction between making and con¬ 
ceptualization, paralleled the changes observed in regional and local tra¬ 
ditions, and enhanced cross-cultural analogies. However, the taxonomic 
approach had preserved its dominance and rigidity, once linked to the 
ancient cosmological view and the relationship of the makams to astro¬ 
logical concepts. 

The classical taxonomy of modes was firmly founded in the axiomat¬ 
ic view that associated the modes with the number of zodiacal signs, 
planets, and natural elements. The number four representing the four 
elements and consequently the four basic branch modes was ascribed a 
preeminent function in the formation of makams and constituted the 
axis of cosmological correlations. Subsequently, the number twelve, a 
multiple of four, became a constant and recurrent point of reference in 
the analysis of structural units. Even so, the numerological stereotypes 
turned into merely conventional symbols and gradually yielded their 
significance in face of the rising tonal diversities. 

According to the taxonomic classification, the modes ( makams ] are 
distinguished in several hierarchical categories that reflected the har¬ 
monies between heavenly entities upon the cosmological configuration. 
The taxonomic model establishes 12 principal modes ( asil makams or 
basit makams) affiliated to the 12 signs of the zodiac, six or seven sec¬ 
ondary modes [avazes) associated with the planets, four branch modes 
or sections ( asil pubes) attached to the natural elements, and by further 
multiplication a total of 24 pubes fitted to the 24 hours of day and night. 
Each of the 24 pubes engendered two pubes, bringing the total to 48 
pubes, properly named compounds ( terkib ), and then accumulated about 
365 compounds (terkibat) corresponding to the number of days in the 
year cycle and continued to increase even to infinite. However, the num¬ 
ber of terkibat applied to the total of days in the yearly cycle would vary 
according to the calendar, be it whether Muslim, Julian, Sassanid or 
Gregorian type. Furthermore the number of basic entities multiplied 
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through combinatory and mixing rules. The evolved compounds were 
identified as terkibat and their transformative evolutions placed them in 
the large category of mixed or compound modes [murekkeb makam ). 
The theoretical principle of terkibat proliferation dwelled upon Asl- 
Farabi's axiom terkibata nihayet yokdur. In fact, the foundation of the 
exemplary Islamic theoretical model, instituted in Middle Ages, estab¬ 
lished the paragon of excellence for the theory of Arabo-Iranian-Turkish 
music. 

The preeminent theorist Safiyyiiddin Abdulmumin Urmevi (13th 
century) edified the systematist school of thought in Kitab al-Adwar and 
handed down to his successors a vast register of configured melodic 
cycles. Safiyiiddin’s codified system of the perfect scale, based upon the 
division of the octave into a fixed succession of 17 intervals, constituted 
the classical legacy of the philosophical quadrivium concept that equat¬ 
ed music to mathematics and dominated the formation of musical 
thought for the times to come. 

Abdiilkadir Meragi (14th-15th century) enriched the theoretical 
modes with elements from the musical practice of a large geographical 
region that were passed on to the following generations of Turkish musi¬ 
cians, and created a large repertory of melodic evolutions. The newly 
derived melodic scales, however, were ordained within the taxonomic 
framework of structural relationships of principal and secondary modes 
[makams and avaze s), and the compound modes called terkibat or pubes. 

In essence, the term $ube meant a particular melodic evolution on 
the notes of a makam. The terkibat multiplied to a large diversity of enti¬ 
ties that were produced by combining melodic constructs ( nagme ) 
extracted from distinctive structures. As a result, there occurred changes 
in names, number and sequence of modal categories, while some already 
existing constructs preserved their originary names. The four branch 
modes yegah, diigah, segah, gargah sometimes called asil $ubes are relat¬ 
ed to the four natural elements of the earth and, as such, remained iden¬ 
tical in number and name as the formative sources of primary and deriv¬ 
ative modes. 

The evolution of the melodic scales occurs within the specific tonal- 
spatial realm, denominated hiikm. The term hiikm designates a tonal- 
spatial potential dominion of a parent mode wherein a series of relative 
modal scales are formed, and connotes the limits reached through the 
tonal-spatial expansion of their melodic progressions. Broadly, the des- 
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ignate hiikm observes the connection between the source of origin and 
area of derivation. Specifically, it defines the realm of the modes subor¬ 
dinate to their respective generator mode. Since early times, the mean¬ 
ing of hiikm had dominated the primitive musical thought of Turks who 
made inseparable the link between sound and territory in the davul-san- 
cak spatial limitations. Little by little, the term hiikm was abandoned and 
replaced with seyir that was to be known as the potential expanse pro¬ 
gression of each melodic scale. The auxiliary notion seyir, however, 
eludes the limitations of spatial delineation. In lieu, it chiefly concerns 
the transformations caused by transpositions, modulations, digressions 
and evasions of a scale through various rules of combination that create 
the dynamics of a continuous movement. 

All treatises written by theorists and commentators in post- 
medieval times observe the basic modal classification of 12 makams and 
six or seven avazes without noticeable differentiation. Nothwithstanding 
the fixity of the model, the development of melodic scales underwent the 
influence of regional trends progressively. In particular, the Anatolian 
school espoused stylistic changes enhanced by the local practices that 
accepted evolutive deviations and acculturated diverse concepts in con¬ 
trast to ancient prescripts. 

A particular interpretation of makam origination underlines the dis¬ 
tinct existence of a diversified tradition figured out by Abdiilkadir 
Meragi in his short treatise Zikr al-angam wa usuliha (Shiloah 1979:168- 
170). On the other hand, it is believed that ibn al-Afkani (14th century) 
had proposed a particular type of modal correspondence, by distin¬ 
guishing the four normative generators ( usuls ), namely rast, irak, Isfa¬ 
han, zirefkend from the branched derivations [furu Jean During objects 
that the theoretical concept had been first initiated by ibn al-Afkani and 
then was later developed by Abdiilkadir Meragi (During 1988:148-151). 
In our opinion this diversified approach infiltrated the rigid taxonomic 
concept with discrete generative seeds of transformation that were ulte¬ 
riorly reflected in a series of texts. 

Individual writers, too, aimed at integrating generative notions in 
order to elucidate the issue of the formation of modal categories. 
Certainly, Ruhperver Risale (early 16th century) borrowed the concept 
from Abdiilkadir Meragi and determined four asil makams, namely rast, 
irak, Isfahan, zirefkend as the generators of eight additional makams that 
establish the category of 12 principal modes (fol. 5a). Furthermore, 


10 



Ruhperver gives some alternative schemas of the six secondary modes, 
named avazes, that are engendered from paired makams (fol. 12a). 
Regarding the seventh avaze, Yusuf bin Nizameddin (mid-15th century) 
gives a schema of origination with hisar as seventh secondary mode (fol. 
8b). Bedr-i Dil§ad (first half of 15th century), Hizir bin Abdullah (15th 
century), and Seydi (early 16th century) propose similar successions of 
seven avazes, yet holding different positions in succession. Ladikli (late 
15th century) distinguishes two successions, one with six avazes creat¬ 
ed by the Ancients and another with seven avazes employed by the 
Moderns. Likewise, Dimitrie Cantemir/Kantemiroglu (beginning of 18th 
century) draws a schema of derivation taken from old treatises with an 
additional hisar. Evidently, the combinations show disparities from one 
author to another depending on the lineage of musical tradition and 
their personal experience and competency. In particular, Ladikli’s theo¬ 
retical approach with the explication of modal scales evidences the 
impact of Ottoman and Syrian evolutive styles and the strong influence 
of Anatolian musical culture. (For the comparative schemas of modal 
categories, see the synoptic tables enclosed in Popescu-Judetz, A 
Summary Catalogue of the Turkish Makams, 2010.) 

In spite of the fact that the taxonomic framework of 12 principal 
modes related to the 12 zodiac signs remained stable, the implied textu¬ 
al evidence displays variance in the number and order of specific enti¬ 
ties, such as avazes and §ubes, and the compounds equally called terki- 
bat or §uhes. Ladikli ascertains in AI-Fathiyya the Ancients perceived the 
term §ube as a particular melodic evolution on the notes of a makam. The 
Moderns employed some already existing $ubes, preserved their origi¬ 
nary names, and neglected others. They named these structures terkibat 
and applied new names to the compounds they invented (Hashim 1986: 
171-172). 

Hizir bin Abdullah observes in Kitab-i Edvar the combinatory rules 
of makam multiplication giving individual descriptions for almost 200 
compound modes resulting from the mixing of the melodic structures of 
makams, avazes and §ube s. Some are purely speculative combinations 
not employed in practice, others are common compounds evolved from 
regular amalgamate patterns existing in usage. The terakib equally 
named murekkeb makams were to be formed through the following pre¬ 
scriptions: two $ubes mixed with two avazes, two avazes combined with 
two perdes (the latter term meaning makam degree or position), and the 
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combination of two §ubes (fol. 126a). Similarly to Hizir bin Abdullah, 
Yusuf bin Nizameddin simply prescribes in his Edvar mixing two 
makams, two avazes or two §ubes (fol. 14b). Ruhperver proposes three 
combinatory rules: two makams mixed with two avazes, two §ubes com¬ 
bined with one avaze or one makam, and one makam mixed with one 
$ube. This method produced 48 terkibat and by further mixing reached 
the total of 366 determined combinations corresponding to the respec¬ 
tive calendar (fol. 6b). 

The 24 §ubes equally named terkibat are linked in pairs to the 12 prin¬ 
cipal modes and are suited to the 24 hours of day and night. Ruhperver 
explains how each principal mode engenders two §ubes (fol. 6a). Except 
for few incongruities, the named gubes are comparable to the 25 deriva¬ 
tional modes listed in Abdiilkadir Meragi's Zikr al-angam (Shiloah 1979: 
169), and to the inventory of 24 shubas compiled in an anonymous Persian 
opusculum from Safavid period (During 1988: 155-156). 

Ladikli articulates in essence the philosophical distinctions between 
the Ancients and the Moderns. He describes the 24 guab of the Ancients 
with their melodic types and tropes. Moreover, he names, analyzes and 
presents the notations of 30 terakib of the Moderns, of whose the first nine 
were common to both traditions, and gives the listing of the entities in this 
order: 


Penggah-i asil, penggah-i zaid, muhayyer, evig, mahur-i kebir, mahur-i 
sagir, bestenigar, muberka, agiran, sunbule, uzzal, niihuft, nikriz-i sagir, 
nikriz-i kebir, nihavend-i kebir, nihavend-i sagir, karcigar, acem, Isfahan, 
rahatulervah, zavil-i segah, zavil-i Isfahan, nigar, nigaburek, huzi, huceste, 
zemzeme, hiimayun, miistear, nigarinek. (Hashim 1986: 201-212) 

In fact, Ladikli draws up the definitive separation line between the 
rigid taxonomic principles representing the past and the transformative 
view pursuing new ways of modal inventivity. 

The dichotomy of Ancients/Moderns debated by Ladikli was later 
reflected in Cantemir’s argumentation on the polarity between "old” and 
"new" paradigms debated in his treatise commonly known as Edvar. 
Cantemir explains the 24 terkibat interrelationship according to the old 
theory ( kavl-i kadim) of the venerable masters [megayih) in contrast to the 
new theory ( kavl-i cedid] by which term he means his own "new theory,” 
whereon underlines the common points he finds in both views [Edvar: 74- 
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75). Above all, the tone dugah is the threshold and measurement of the 
tonal system ( Dtigah perdesi ctimle musikinin dergahi ve vezainidir .), 
defined as the pole of cycles ( kutb-i daire ). After studying the principles 
elaborated by classical authors and researching the practice of contempo¬ 
raneous musicians, he considers the long lute, tanbur, the measuring stan¬ 
dard of the tonal system, declaring it "the most perfected and completed 
musical instrument" [Sazlardan ctimlesinden kamil ve temam tanbur dedik- 
leri sazdir .) upon which all the notes of the fundamental scale of slightly 
over two octaves, from yegah to tiz hiiseyni are produced and the alpha¬ 
betical system of notation is edified ( Edvar : 28,1). 

Cantemir’s criteria constitute a drastic departure from the rigid taxo¬ 
nomic concept and the relationship of tonal categories to the celestial bod¬ 
ies. In search of new venues, he boldly reverses the ancient restrictions con¬ 
cerning the numerical proportions of the universe that produce musical 
harmonies, rejects the formal categorization of entities based upon artificial 
coordinates, and replaces the abstract analogies with the musical reality of 
melodic scales. Clearly, his philosophical concept represents the view of a 
pragmatic Western thinker educated at the classical culture, a reformer 

determined to formulate a new, original theory. As the Turkish historian 
■ 

Halil Inalcik put it, "he was the first to open a window to Western culture." 

Cantemir defines the compound ( terkib ) as a melodic evolution of some 
notes of a makam.. able to move through the steps of another makam (sim¬ 
ilar to the process of transposition), becoming subordinate to that makam 
and taking the final rest on it. The miirekkeb makams are formed of two or 
three makams, or by mixing the tones of certain makams and ending in the 
site of one of those modes. In fact, this process precisely hints at the notion 
of modulation and melodic evasion. According to the rule of practice, the 
compounds are broadly divided into two groups, those in use and those not 
practiced, i.e. terkibat-i mtistamele opposite terkibat-i na miistamele, based 
upon the practical relevance of the compounds determined by historical 
and cultural factors. 

Applying the logical method of analysis in general and in particular, 
Cantemir describes both modes and compounds in terms of melodic con¬ 
struction and tonal-spatial expansion, and dissects the relationship 
between basic and subordinate modes. His modal analysis stresses the 
direction of the melodic movement, whether ascending or descending, 
within the respective tonal-spatial range, and the relationship of subordi¬ 
nate modes to core generators. Three parameters are established in the 
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process of evaluative attribution: dissection (te$rih), expansion ( htikm ) and 
relation of subordination ( etba ). Implicitly, his approach suggests the force¬ 
ful action of the transformative elements that are involved in the deductive 
process. There are seven categories of modes defined by Cantemir ( Edvar. 
17-55): 

First category refers to the perfect modes produced by the perfect 
tones/whole tones [temam perdeler) in the lower octave placed in ascend¬ 
ing succession: irak, rast, dtigah, segah, gargah, neva, hiiseyni. 

Second category includes the perfect modes produced by the perfect 
tones in the upper octave, also in ascending succession, namely evif, ger- 
daniye, uzzal. 

Third category comprises the makams of the imperfect tones/halftones 
(na temam/nim perdeler ) moving from lower to upper register [nermden 
tize ) in ascending succession, kiirdi, saba, bayati, acem. 

The forth category refers to the modes of halftones [nim perdelerin 
makamlari) moving from higher to lower register ( tizden nerme ) in 
descending succession, i.e. pehnaz, hisar, uzzal, buselik, zirgiile. 

Fifth category constitutes the mixed makams (miirekkeb makam ) such 
as siinbiile, mahur, penpgah, nikriz, nipabur. 

Sixth category determines the transposed modes [sureta makamlar ), 
namely bestenigar and zirefkend. Seventh category is represented by rehavi 
which has no real and distinctive entity, since it moves like rast and resem¬ 
bles the tonality of the Western trumpet in G. 

Apart from the priorly defined makam categories, there are 20 addi¬ 
tional compounds ( terakib ) conventionally named makams that are in 
usage: Isfahan, biiziirk, hicaz, gevept, selmek, maye, acem-apiran, buselik-api- 
ran, hiizzam, nihavend, niihiift, horasani hiiseyni, huzi-buselik, rahatiilervah, 
ruyi irak, muhalifirak, sultani irak, arazbar, babatahir. 

From Cantemir's categorization we deduce that he employed mixed 
criteria to draw up a ground of definitions and to support his argumenta¬ 
tion. However, he maintained the opposition between the old normative 
canon and the new methods of transposition (yed makam), and explained 
the five rules of consonance and dissonance thoroughly compatible with 
the rules of tonal harmony, and also outlined the techniques of changing 
adverse relationships into harmonious affinities. The transformative capac¬ 
ity of the tonal interrelationship is exemplified with the ample verbal 
description of the taksim in hiiseyni, a digressive melodic evolution of kiilli 
kiilliyat type that prescribes the ways of harmonious transformation and 
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integration of all modes into a total instrumental composition. Indeed, 
Cantemir’s taksim in hiiseyni is a masterpiece of the compositional art for its 
complexity and tonal subtleties that may be considered the quintessential 
prototype of transformative conception {Edvar. 56-68). 

We distinctively perceive in Cantemir’s thought an underlying analogy 
to the concept of the Greek Byzantine oktoechos system of tonal classifica¬ 
tion based not upon abstract scale formations but on melody types that 
included the characteristic features of tonic, cadential endings, and typical 
progressions referred to each echos. His approach implicitly suggests the 
balanced principles of tonal quantity and measurement clearly expressed 
in the Byzantine characters of equality, ascent and descent. 

We know that the oktoechos system of modes was originally known to 
be a collection of hymns fitted to a calendar type. Equally effective was the 
influence of the Turkish makam system upon the religious modes of the 
Greek Orthodox singers in post-Byzantine church chant. In practice, the 
rigid principles were no longer strictly observed, but relaxed once they 
assimilated elements from the practice of makams. In time, the repertory of 
stereotyped melodic formulas, tonal progressions and ornamentations 
reflected new amalgamated qualities in the modal practice that challenged 
the strict categorization of notions, though they maintained parallel criteria 
and emphasized the comparison between Turkish and Greek music. 

By 1724 Panayiotes Chalatzoglou attempted in his dissertation ndai 
Toie evTeu^apevoic ... a comparative view between "Persian" and 
Byzantine modes, based upon written sources and the book of Prince 
Cantemir. Limited in scope albeit audacious in thought, the comparison 
parallels the fundamentals of the Byzantine church modal system oktoechos 
and the principles of Turkish instrumental music established upon the tan- 
bur scale. Needless to say, the term "Persian” is a Greek euphemism 
employed by Chalatzoglou to define Turkish ethnicity. In order to demon¬ 
strate the relationship of the Turkish makams to the Byzantine echoi, the 
hierarchic classification of the traditional Turkish modes is viewed not as 
an overall configuration and relationship of constructs and compositional 
structures, but as an aggregate of melodic patterns added to the original 
modes and then developed independently. At the center stands dtigah tone, 
the diapason of the tonal system (apxq Kal Oepikov touc tovoov). 

Pursuing the comparative hypothesis, Chalatzoglou builds the frame of 
analysis with elements that hold an apparent association. He also attempts 
to compare Greek chironomy (xeipovopia) to Turkish usuls. However, his 
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method of analyzing Greek and Turkish categories does not extend beyond 
similarities at surface level, and is not sufficiently equipped to reach past 
germinal taxonomy. In spite of limitations, Chalatzoglou's short treatise is a 
valuable work for its original cross-cultural thesis. 

Chalatzoglou affirms that the Turks called the Byzantine eight modes 
peKapia and increased their number to 100 entities. The basic common 
modes named Ka0oXiKU>Tepa peicdpia include peprevs (necnrep<f>ia) and 
beste s (piTecrreSec). Amidst the quoted melodic scales forming the approx¬ 
imate number of 64 entities, there are the principal modes (xupia peKapua) 
and the derivative modes or §ubes called aoxTieSec that are divided into two 
groups, principal §ubes (kupioi ooxneSec) that evolve from principal modes 
(Kupia qeicapia), and irregular §ubes (KcrraxpecmKoi aoxqTieSec]. 

In hierarchic order, the 12 principal modes (kupia peicdpia) are as fol¬ 
lows: Yegah, apiran, irak, rast, diigah, segah, pargah, neva, hiiseyni, evip.ger- 
daniye, muhayyer. 

The 13 principal §ubes named Kupioi ooxireSec that are placed on the 
tanbur between the whole notes are: acem-apran, rehavi, zirgiile, nihavend, 
buselik, saba, uzzal, bayati, hisar, acem, mahur, pehnaz, siinbiile. 

The irregular §ubes (KaTaxpecrriKol aoxnTreSec) are the following: uppak, 
huzi, hicaz, zemzeme, maye, bestenigar, serenk, penpgah, nikriz, karcigar, sul- 
tani irak, gevept, Isfahan, selmek, nevayi apran, humdyun, niihuft, muhalif 
irak, horasan, buselik-apran, necd-i hiiseyni, bestenigar-i atik, biiziirk, 
rahatiilervah, araban, huseyni-kiirdi, acem-kiirdi, zirefkend-i cedid, zirefk- 
end-i atik, $uri, kupek, nevruz-acem, arazbar,gerdaniye, buselik, nipabur, hiiz- 
zam, babatahir, muhayyer-buselik, bestenigar-i cedid. 

Furthermore, he compares the formation of the 12 Turkish principal 
modes to the plagal and authentic Byzantine eight modes [oktoechos) in the 
following order: yegah (plagal I), apiran (plagal II), irak (plagal III barys), 
rast (plagal IV), diigah called apxq Kal OepiXiov (authentic I), segah 
(authentic II), pargah (authentic III), neva (authentic IV). The analogy con¬ 
tinues in the upper octave with hiiseyni (plagal II), evip (plagal III barys), 
gerdaniye (plagal IV), muhayyer (authentic I). To these are added four more 
higher tones (tizia), namely tiz segah (authentic II), tiz pargah (authentic 
III), tiz neva (authentic IV), tiz hiiseyni (authentic I). The names and posi¬ 
tions on the tanbur frets of all modes (peicdpia) and derivative §ubes 
(croxTTeSec) along with the equivalent Byzantine signatures are inscribed on 
an enclosed diagram. (Popescu-Judetz & Ababi Sirli 2000:12-15, 25-48.) 

Kyrillos Marmarinos, Archbishop of Tinos and pupil of Chalatzoglou, 
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expands the comparative approach in his scholastic treatise 
ZToixpeicoSeorepa SiSaaraXta TTepl tt|C qouaiKric written in 1749. 
He embraces the taxonomic analysis and principles of comparison between 
Turkish makams and Greek echoi. Similarly to Cantemir, Kyrillos places the 
foundation of music on the fundamental scale of the tanbur ranging from 
yegah to tiz hiiseyni. He classifies the Turkish modes into three categories: 
principal modes of principal tones (p.arap.ia) equivalent to Kupioi qxoi, 
derivative modes [§ube s) named aoxTTeSec which have not their own tone 
and the modes of halftones {vi\iia/nim perdeler) that correspond to the 
Greek phtorai. At the same time, he relates the origin of the principal modes 
to the ancient tradition of the Persian khusrovania seven modes affiliated 
with the seven planets. Kyrillos, too, compares the Greek chironomy to the 
Turkish system of usuls describing 26 forms of rhythmic cycles. 

Pertaining to the adequate spatial parameters, there are discerned 
three registers according to the position of the tones in the ascending fun¬ 
damental scale: the principal modes (Kupia) from rast to evip\ apirania 
(aaxipavia) in the lower register that are yegah, apiran, irak; and Ti£ia in 
the acute register, properly tiz segah, tiz pargah, tiz neva, tiz huseyni. He 
explains that the $ube s otherwise called aoxTre&c are about 43 compounds 
derived from |iaKd|iia or vipia and describes how they arise from the prin¬ 
cipal modes. Apart from these, he mentions some names of unknown 
modes (ayvocrra paraqia). To demonstrate the transformations yielded in 
ascending and descending movement, Kyrillos encloses a comparative 
chart of the principal modes and olouttcScc in gradual succession from 
yegah to tiz hiiseyni. 

After exploring the theoretical principles of his argumentation, Kyrillos 
inserts the verbal descriptions and musical notations of 73 melodic evolu¬ 
tions with Byzantine system equivalated to the signatures of Byzantine 
authentic and plagal modes: 

Rast (plagal IV); rehavi, nikriz, penpgah, nihavend, zavil (plagal IV 
heptaphonos ), mahur (plagal IV), miiberka, diger penpgah (plagal IV); 
diigah (authentic I); segah (authentic II legetos ), karcigar, maye, 
milstear, geve$t (authentic II); pargah (authentic III); saba (plagal I), 
karadiigah (authentic III), zemzeme (plagal I), neva (authentic IV), 
yegah (authentic IV heptaphonos ), penpgah, huzi, hilzzam, nipabur, 
Isfahan, niihuft, araban, nihavend-i kebir (authentic IV); hicaz, uzzal, 
zirgiile, hiimayun, pehnaz, $ehnaz-buselik, $uri (plagal II); hiiseyni, 
hiiseyni-a$iran, kupek, selmek, huseyni-kiirdi, horasan (authentic I 
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tetraphonos ); acem, ktirdi, acem-kurdi, nevruz-acem, payzan-kurdi, 
acem-a$iran (plagal I diatonic); bayati (plagal I chromatic); u$$ak and 
$uri (plagal I); buselik (authentic I tetraphonos ); buselik-a$iran 
(authentic I); buziirk, hisar, hisar-buselik (authentic I tetraphonos ); 
gerdaniye-buselik (plagal I); irak, sultani irak, muhalif irak, dilkep- 
haveran, dilke$ (plagal III); rahatiilervah (plagal III protobarys], 
bestenigar, evip (plagal III); babatahir, arazbar, gerdaniye, muhay- 
yer, muhayyer-buselik, sunbille, vecd-i huseyni (plagal I). The remain¬ 
ing 12 modes are decribed only verbally, without notations: zirefkend, 
bahr-i nazik, ruyi irak, gulizar, beste-isfahan, beste-hisar, huzi-buse- 
lik, hisarek, nevruz-i rumi, zirkepide, musikar, rekb-uzzal, sefer. 

Further, he compares Greek chironomy to the Turkish theory of rhythm. 
(Popescu-Judetz & Ababi Sirli 2000: 16-25, 49-87) 

Kyrillos' approach to classification exhibits Turkish-Greek compara¬ 
tive principles similar to Chalatzoglou's taxonomy. However, his analysis 
is firmly placed within an in-depth knowledge of the vocal-instrumental 
secular art belonging to around mid-18th century that had absorbed a 
diversity of elements from makam practice. His conceptual understanding 
goes beyond the rhetorical abstractions of a hierarchic model delving into 
the maze of the transformative elements that move along parallel courses. 
Apart from this, the notations confirm his great musical mastership. 

Around 1740, Tanburi Kiifiik Artin wrote his Musiki Edvdri during his 
travels to Afghanistan, Iran and India. His approach to classification is 
definitely transformative, based upon the scale of the tanbur from yegah 
to tiz huseyni. Artin classifies the melodic modes according to the prevail¬ 
ing hiikm dominance over the formation and expansion of the modes sub¬ 
ordinate to generator modes. The designate $dbe (Armenized term for 
Turkish §ube) takes on a complex meaning. It merely denotes the melod¬ 
ic constructs produced by mixing groups of full tones and halftones anal¬ 
ogous to nagme, and equally designates the compounds produced by 
combining the constructs in ensuing melodic configurations equivalent to 
terkibat. 

Artin affirms that he learned 168 melodic modes from Iranian, 
Turkish, Indian and Sindhi masters that are supposed to comprise the 
totality of makams and $obe s. Yet, of all these, he describes verbally only 
110 melodic progressions of makams and $dbes note by note, without any 
theoretical distinction between the two categories. The descriptions are 
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organized in six large groups assigned to the six basic tones of the scale 
and parent modes, namely rast, dilgah, segah, neva, hilseyni, evip, whose 
tonal-spatial expansion ( hilkm ] gives rise to the ensuing structures and 
combinations. Noticeably, pargah mode is excluded from the classifica¬ 
tion according to Cantemir's reckoning of pargah as a narrow mode which 
neither engenders nor subordinates other modal structures or melodic 
compounds because it undergoes alterations when moving to the final 
tone of another modal structure and cannot establish an accessible site to 
other terkibat for final cadences except for nihavend-i sagir (Edvar: 21]. 

Artin's grouping of the six parent modes with their relatives is intro¬ 
duced with a stereotyped formula applied to each group, such as rast 
agazesinin hilkmilnde olan $ubeler bunlardir. The six parent modes gov¬ 
ern the following $ubes (Chapter 1]: 


Group of rast penpgah, nikriz, nihavend-i sagir, nihavend, mahur, 
rekb, nihavend-i sagirek, bilzilrk, zavil, zirefkend-i rumi, sazkar, 
milberka-i rumi, sazkar-i rumi, hicaz-biiziirk, nihavend-i rumi, 
milberka, mahurek, rast 

Group of dilgah : muhayyer, dilgah-i rumi, karadilgah, silnbille, 
payzan-kilrdi, muhayyer-buselik, zirefkend, zemzeme, hisar, kupek, 
isfahanek, saba-i muharrik, sipihr, diigah, hisarek. 

Group of segah: hicaz, pehnaz, uzzal, zirgiile, hilmayun, serenk, 
suzidil, pehnaz-buselik, bahr-i nazik, muhalifek-segah, hilzzam-i 
rumi, maye, karcigar, gevept, segah . 

Group of neva: acem, Isfahan, nipabur, nihavend-i kebir, acem 
kiirdi, miistear, acem-apiran, nipaburek, huzzam,yegah, 
nihavendinek, bayati, nazike-i irak, uppak, miistear-i rumi, nevruz- 
acem, maye-bayati, araban, huzi, niihuft, neva. 

Group of hilseyni: tahir, buselik, hisar-buselik[a), hisar-buselik(b ], 
suzinak, puri, vecd-i hilseyni, nevruz-i rumi, horasan, buselik-api- 
ran, dest-i erjen,puri, selmek, hilseyni-kilrdi, apiran-kilrd, hilseyni 
apiran, apiranek, hilseyni. 

Group of evip: gerdaniye, bestenigar, muhalifirak, evip-irak, evip, 
arazbar, ruyi irak, evip-horasan, horasanek, evip-buselik, necd-i 
horasani, dilkep, dilkep-haveran, muhalifek-irak, gerdaniye-buse- 
lik, gerdaniye-kilrdi, rahatillervah-i necidi, rahatillervah, sultani 
irak, rahatiilervah-i berka, irak. 


The rules of transposition (ped yiizii ) are mapped in an inventory of 
technical options, from smaller and minimal intervals to larger and maxi- 
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mal leaps of over one octave executed through skilled fingerwork with 
dugah tone as point of reference. The instructions explaining the process of 
transformation through transpositions and techniques constitute unique 
examples of this kind in the Ottoman literature of the period and evidence 
Artin's remarkable mastery of the instrumental art (Chapter 7,19). 

Kiifiik Artin, however, adhered to the taxonomic concept and espoused 
the anthropological model of the ancient myth of the Seven Sages ( hilkema ), 
who figure out the primeval entities of the seven planets that govern the 
seven basic tones and modes of the primary scale. The narrative amalga¬ 
mates mythological and historical elements with sociocultural facts associ¬ 
ated to astrological symbolism. The legend connects stories, unhistorical 
and historical personas and the succeeding generations of sages in the vast 
space of places and regions of the earth, representing the six parent modes. 
Furthermore, the attributes of the six parent modes entail another genera¬ 
tion of six modes and form the modal system of the 12 principal modes 
identified with the zodiac signs and related to the subordinate $ubes 
through the properties of the four natural elements. The connection 
between the musical modes and instruments in the geographical settings 
defines an anthropological framework of music in the world. Man is at the 
center of the universe, physically and spiritually caught in the network of 
the surrounding music entities, properties and activities. 

Towards the end of the 18th century Abdiilbaki Nasir Dede elaborated 
an original classification in his treatise Tedkik il Tahkik and the supplement 
Zeyl completed between 1794-1796. He thoroughly disregards the taxo¬ 
nomic model with astrological analogies and numerical symbolism and 
proposes to discern the relations between diverse structures and varia¬ 
tions. Nonetheless, his concept is basically analytical and his examination 
style exhibits a keen sense of subtle nuances that evidence the significance 
of transformative inclinations. 

With regard to the Ancient-Modern dichotomy, Abdiilbaki Dede distin¬ 
guished several generations of masters in chronological order: the most 
Ancients [akdemuri), the Ancients ( kudema ), the predecessors of the 
Moderns (kudema-i muteakhirin), the Moderns {muteakhirin) and the pre¬ 
cursors of a vague period (muteakhirin-i selefo r eslaf). The contemporaries 
are paraphrased as ftzamanma or bu zamanda. Pondering the semantic dif¬ 
ferences in categorization, he perceives a temporal gradation of genera¬ 
tional legacy applied to precise distinctions in concept and practice. 

Abdiilbaki Dede makes no reference in his writing to any correlation 
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between astrological entities and the modal categories makam, avaze, 
§ube, terkibat. The creative elements evolve from units of ornamentation 
(muzeyyin ) that enrich the skeleton of basic makam scales with obligato¬ 
ry and non-obligatory notes [bin lazim ve biri gayri lazim }. The first kind 
concerns the degrees [perde ) deriving from the cycles of asil makams. 
The second kind refers to superfluous notes added to the originary 
melodic line for mere embellishment. These, too, are of two sorts, notes 
placed near the position of the basic tones ( karib ), and notes distant 
from the basic steps [baid]. The melodic progressions [seyir) of all scales 
are precisely described in reference to the divergent opinions and tech¬ 
niques of the generations of Ancient and Modern masters. 

The 14 basic makams [basit makam/asil makam ) are the following: 
rast, segdh, neva, nipabur, hiiseyni, rehavi, buselik, suzidilara, hicaz, saba, 
Isfahan, nihavend, irak, u$$ak (9b-14b). 

The terkibat are composed of two or more asil makams with the 
inclusion of melodic figures [zamm-i nagme), or by mixing modal com¬ 
pounds [murekkebat] equally named $ube s. The terkibs can be connect¬ 
ed [izafi), resulting from two consecutive makams in different registers 
and the subsequent addition of a melodic figure [nagme), or can be amal¬ 
gamated [mezci), created by mixing the notes of a makam with notes 
taken from extraneous melodic figures. 

Definitely, Abdiilbaki's descriptions stress the subtle differences 
between scale evolutions in terms of names, tonal variability and expan¬ 
sion, differences in size attributes [kebir, sagir), temporal properties 
[kadim, atik, cedid) and combinations. The modes are entities considered 
equivalences that develop through invasive modulations and melismat- 
ic segments. The variables created through transformations reverse the 
balance of form and structure, moving the embellishing features into the 
foreground. Without any doubt, Abdiilbaki Dede pinpointed the move¬ 
ment of forms and encaptured the arresting transformations of tonal 
interrelationships. 

The 125 compound modes [miirekkeb makam) are described in this 
order: 

Penpgah-i asil, penpgah-i zaid, niriz, mahur-i sagir, mahur-i kebir, 
selmek, gerdaniye, tahir-i sagir, tahir-i kebir, arazbar, acem, nevruz, 
nevruz-i acem, apiran, kupek, uzzal, mustear, acem-a$iran, hisar-i kadim, 
hisar, hisarek, beste-hisar, huzzam-i kadim, hilzzam, araban, $edaraban, 


21 





hiizzam-i cedid, evigara, dilara, ferahfeza, vech-i arazbar, dilkeg, gevkaver , 
suzidil, sunbiile-i kadim, sunbule, muhayyer-siinbule, sunbiile-nihavend ' 
nuhiift-i kadim, niihuft, hiiseyni-agiran, buselik-agiran, kiirdi, zavil, yegah, 
diigdh-i kadim, diigah, gargah, bestenigar-i kadim, bestenigar-i atik, 
bestenigar, biizurk, isfahanek, beste-isfahan, nihavend-i sagir, nihavend-i 
rumi, nihavend-i cedid, giilizar, gehnaz, gerdaniye-buselik, gehnaz-buselik, 
acem-buselik, evig-buselik, hisar-buselik, nigar, nigarinek, zemzeme, hicaz- 
zemzeme, isfahan-zemzeme, arazbar-zemzeme, kugek-zemzeme, agiran- 
zernzeme, hilmayun, rahatfeza, muhayyer, nigaburek, praz, maye, maye-i 
atik, apran-maye, bayati, maveraii'l-nehr, dilkephaveran, sebzendersebz-i 
kadim, sebzendersebz, ruyi irak, miiberka, huzi, hicaz-muhalif, muhalifek, 
saba-upak, sultani irak, sazkar, rahatulervah, zirgiile, tilrki hicaz, rehavi, 
bayati-araban, suzinak, mahurek, mahur-i kebir-i kadim, ramipcan, 
mii$kiye, giilizar, meclisefruz, safa, dilnipn, §evk-i dil, nazenin, $ehr-i naz, 
$evkengiz, naz, niyaz, ferahzar, gonca-i rana, canfeza, laleruh, dilruba, 
anbereftan, dilaviz, ruhefza, giilruh, dildar. (15a-38a) 

The total of modes is increased by adding 11 more derivative 
makams existing in current practice: isfahanek, hicazeyn, $evk-i dil, neva- 
buselik, arazbar-buselik, neva-kilrdi, gerdaniye-kiirdi, hiiseyni-kurdi, 
hisar-kurdi, evig-nihavend, nevruz-i sultani . (44a-46a] 

Abdiilbaki Dede was an extremely influential theorist, his writings 
had been copied and re-copied and later integrated in the works of the 
successors and had permeated the thought of Turkish musical literature 
long after his time, giving theoretical justification to the new trend of 
ornamental development characteristic for the succeeding periods. His 
remarkable treatise marks another departure from the conventional 
view, opening the way to an enlightened and comprehensive examina¬ 
tion of musical creativity, and definitely anticipates the perspective of 
the modernist view of Turkish art music. 

In the 19th century, the music writers returned to the traditional 
taxonomic model of classification. Ha§im Bey published his book, made 
of two works (. Risale and Mecmua ) and containing many song lyrics, 
between 1862-1864. The Risale gathered materials from several 
sources, in particular passages and extrapolations from Dimitrie 
Cantemir and Abdiilbaki Dede. His classification is conventional, though 
he attempts to establish a simplistic comparison between the Turkish 
makams and the Western major and minor scales. 

Panayiotes Kiltzanidis published, in 1881, the comprehensive didac¬ 
tic manual McOoSikt] SiSaaraXia 0eiopr|TiKf] tc rai upaKTiKi) that fol- 
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lowed the same line of thought as Kiifiik Artin and Kyrillos Marmarinos' 
method of examination of the modal scales. He openly states that he had 
borrowed ideas from the book “on the secular music” by “His Memorable 
Lordship Dimitrie Cantemir” (meaning the Edvar) and from Galatati'I- 
Me$hure-i Osmaniye (authored by Mehmed Hafid Efendi). 

The theoretical foundation of Kiltzanidis' didactic manual is based 
upon a broad comparison between Greek and Ottoman music, combin¬ 
ing the taxonomic principles with transformative application. There are 
recognized 12 principal makams (Kupia laarapia) and the class of deriv¬ 
ative $ubes (cnouTTeSec) forming two groups, namely 13 principal $ubes 
(icupioi aioiureSec), and a large number of irregular $ube s (raTaxpecrriKoi 
aiouTTcSec). The positions of the derivative modes subordinate to princi¬ 
pal modes are marked on charts and explicated through tonal analogies. 

About 125 modal evolutions are individually inscribed on diagrams 
with Byzantine signatures, described verbally, and notated with 
Chrysanthos' reformed notation. The text explicates the typical melodic 
evolution of each mode with additional modulations and evasions of the 
scale, stressing the function of the medial bane as a prescript for modal 
development. The notations, however, present only a basic skeleton and 
schematic compositional figuration aimed at scholastic purpose: 

Group on dug ah (authentic I): dug ah, diger dug ah, zirgule, uzzal, 
saba, zemzeme, u$$ak, huzi, nevruz, muhayyer, siinbule, arazbar, 
kupek, kurdi, muhayyer-kurdi, saba-zemzeme, saba-buselik, 
muh ay ye r-buselik, arazbar-buselik. 

Group on segah (authentic II): segah, huzzam, maye, segah-maye, 
vech-i arazbar, hiram, mustear. 

Group on pargah (authentic III): $argah, acem, nevruz-i acem, acem- 
kiirdi, zavil-kurdi, payzan-kurdi, acem-a$iran, muhalif hisar, sirf 
buselik, acem-buselik, buselik. 

Group on neva (authentic IV): neva, nipabur, ni$aburek, Isfahan, bay- 
ati, bayati-araban, karcigar, tahir, babatahir, zirefkend,yegah, 
gumu$ gerdanjerahfeza, araban, pedaraban, bayati-buselik, tahir- 
buselik, sirfaraban. 

Group on huseyni (plagal I): hiiseyni, hisar, hisar-buselik, necid, 
gulizar, horasan, hiiseyni-kurdi, hisar-buselik, niihuft, sirf a$iran, 
$evk-i tarab, suzidil, hiiseyni-a$iran, buselik-a$iran, nevayi apiran, 
mahur-a$iran, agir buselik-apiran. 

Group on hicaz (plagal II): hicaz, hilmayun, sirfhicaz, $uri, $ehnaz, 
$ehnaz-buselik. 
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Group on irak (plagal III barys ): irak, evig, evigara, muhalifirak, ruyi 
irak, sultani irak, dilkeg, dilkeg-haveran, bestenigdr, beste-isfahan, 
rahatulervah, rahatfeza, ferahnak, gevk-i efza, evig-muhalif evig- 
buselik. 

Group on rast (plagal IV): rast, rehavi, sagir rehavi, nihavend, diger 
nihavend, mahur, gerdaniye, nikriz, diger nikriz, penggdh , diger 
penggdh, zavil, muherka, selmek,gevegt, buziirk, pesendide, suzidi- 
lara, hicazkdr, sazkdr, suzinak. (pp. 55-165) 

After the analysis of modes, Kiltzanidis inserts the description and 
notations of a makamlar kdri moving through 64 modes, beginning on 
rast and ending on suzidil , with lyrics by Beyzade Yanko Karaca and 
melody by ^elebi Yanko Theologos, which reproduces the same kdr com¬ 
posed by Konstantinos Protopsaltis (mid-18th century), emphasizing 
the total Integration of consecutive modal evolutions and transforma¬ 
tions in one continuing composition (pp. 166-199). 

Kiltzanidis' manual remains an average work of compilation that 
enunciates again the typical theoretical and practical ideas of Turkish- 
Greek music, and relies on the dicta proferred by Cantemlr and the Greek 
predecessors. Its secondary merit highlights the comparative approach 
of the Ottoman Greeks to the acculturated Turkish secular music. 

At the turn of the 20th century, the Innovator musician Hagopos 
Ayvazlan wrote, in 1901, in Armenian a voluminous Handbook of 
Oriental Music (Arevelian Yerazhushdoutian Tsernarg ), later translated 
into Russian by Nlkoghos Tahmizian and published in 1990. The book 
Is a practical handbook designed for practitioners and music students. 

Ayvazlan mastered equally the practice of Turkish music and the 
theory of Western music on melody and rhythm. He gathered the mate¬ 
rials under the broad rubric of "oriental" ( arevelian ), recorded them 
with Hamparsum notation and avoided ethnic differentiation in classi¬ 
fication. The focus of his analysis concentrated mostly on the practical 
art of the Turkish music in his time, though he equally delved into writ¬ 
ten data from the obscure Turkish song collection Mecmua-i farki. His 
approach is pragmatic, not Inclined to speculations about abstract cor¬ 
relations between musical modes and the order of celestial bodies. 

Ayvazlan introduced technical notions and analytical concepts 
borrowed from Western theory of music, such as the notion of cadence, 
cadentlal suspense, cadentlal resolve, modulations and revolution. His 
analytical approach considers the melodic progressions not based on 
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the traditional hierarchic categorization of makam, avaze, $ube, terkib, 
but views them as equal entities that fall into the common class of 
melodies {yeghanag ). His examination involves a succinct verbal 
description of each melody followed by elaborate notations with 
Hamparsum system. The verbal descripts observe the traditional rules 
of ganon (Armenian term for Turkish kanun) that determine the 
framework of the respective modal evolution. The renditions in 
Western staff notation after Hamparsum reproduce the intonational 
details in a surprising manner. The transcripts have neither key signa¬ 
ture nor time signature, bar divisions or final rests to mark the com¬ 
posing parts. In lieu, there is an abundance of pauses spread across, 
grace notes and ornamentation symbols, adjusted accidentals -flat and 
sharp- for microtonal inflections, mordents, appoggiaturas and trills. 
The scores do not seem to be finalized compositions but rather records 
of works in progress. This approach evidences the contrast between 
the traditional concept of ganon modal format and the image of moder¬ 
nity characteristic of excessive melodious development and Western 
influence. 

It is clear that Ayvazian was searching for new viewpoints in clas¬ 
sification and tried to organize the modes in four overall groups 
according to major characteristics but had no opportunity to complete 
the project. The verbal descriptions and notations of about 100 modes 
include the following examples in order of scale generator modes and 
compounds: 

Yegah, sultaniyegah, ferahfeza, pedaraban, niihuft, suzidil, $evk-i 
tarab, $evk-i aver, hiiseyni-apiran, buselik-apiran, $evk-i efza, acem- 
a$iran, evip, evigara, ferahnak, revnaknilma, rahatiilervah, dilke$- 
haveran, irak, nigar/bestenigar, beste-isfahan, rast, rast-i cedid, 
sazkar/rast-maye, pesendide, rehavi, nihavend, neveser/nihavend-i 
rumi, hicazkdr, nihavend-i kebir, nihavend-i sagir, biizurk, penpgah, 
mahur, zavil, $evk-i dil, sirfsuzinak, suzinak, tarz-i nevin, suzidilara, 
nihir, u$$ak, huzi, bayati, bayati-araban, diigdh, saba, hilseyni, 
huseyni-giilizar, sir/ acem, gerdaniye, arazbar, tahir/babatahir, 
muhayyer, hicaz, uzzal/uzzal-hicaz, Isfahan, hisar, gulizar, §ehnaz, 
humayun/hicaz-humayun, buselik, saba-buselik, hicaz-buselik, 
hisar-buselik, acem-buselik, arazbar-buselik, gerdaniye-buselik, 
mahur-buselik, tahir-buselik, pehnaz-buselik, muhayyer-buselik, 
nevruz-i acem, karcigar, horasani buselik, huzzam-i rumi, saba- 
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zemzeme, kurdi/acem-kurdi, muhayyer-kurdi, segah, segah- 
maye/maye, hiizzam, milstear, ni$aburek/ni$averek, nipabur, gar gab, 
heftiigah, neva, araban, baytar, sunbiile-kurdi, uggak-zemzeme, tarz-i 
cedid, muhayyer-irak, nikriz, sultani Irak, kugek, sipihr, vech-i arazbar. 
(pp. 34-141) 

The succession of the above comprised modes and compounds points 
out to the origin and derivation of each construct with the ensuing trans¬ 
formations of the entities into individual melodies. In fact, Ayvazian's exor¬ 
bitant notations are formal blueprints of a composition designed to trans¬ 
form old-fashioned modal scales into modern interpretations sealed with 
the Western style of development. 

It was beyond the scope of this Essay to discuss the ideas of all the the¬ 
orists of Turkish music, since many authors were following the traditional 
mainstream without any deviation of thought. I hope that the selected 
sources convincingly demonstrated the tensions between the rigidity of 
the taxonomic principles and the dynamic evolution of the transformative 
concept. Scrutinizing the ideas on classification expressed by the discussed 
authors, I gathered that those authors had a great deal of common features 
to invite paralleling their concepts. Evidently the two models were neither 
mutually exclusive nor undefinable agglomerated, but their interaction 
enhanced firm historical and social justification to explain the versatility of 
the modes shifting from one category to another and their capacity of 
changing into interrelated forms. Clearly, the perspective of comparison 
and mutual interaction between entities made them definable beyond con¬ 
ventional classification. 

Realizing the benefit of hindsight, I discerned analogies and polarities 
between authors and figured out their quintessential perspectives. In con¬ 
clusion, there is to be distinguished the dialogic thesis of Ladikli debating 
the opposition between Ancients and Moderns, the dialectic view of 
Cantemir applied to modal transformations from a Western positivist 
angle, the analytical paradoxical distinctions of Abdiilbaki Dede, the com¬ 
parative themes of the Greek writers, and the modernized interpretation 
of oriental melodies designed by Ayvazian. Beyond any question, the the¬ 
orists have formulated original propositions and viewpoints regarding the 
principles of modal classification and have encompassed the multiform 
scope of Turkish musical creativity. 
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ESSAY 2 


CANTEMIR'S AUTHENTIC AND 
SPURIOUS COMPOSITIONS 

To the present day, Prince Dimitrie Cantemir is considered one of 
the most original composers of Turkish music. The history of his cre¬ 
ations reveals the interfusion of written and oral musical tradition that 
gradually consolidated his authorship in course of three centuries. 
Endeavoring to reconstitute the entire repertory of Cantemir’s composi¬ 
tions, I was able to establish the core of his musical creativity as formed 
of 22 instrumental compositions notated with his alphabetical system in 
the untitled Mecmua, also cross-referenced in the indexes appended to 
his Edvar. In addition to the core group of pieces, I gathered other com¬ 
positions from various sources that are recognized as his works 
(Popescu-Judetz 1973,1981]. Therefore, I reconstituted his musical oeu¬ 
vre to a total of 50 compositions with the sources of origination and indi¬ 
vidual notations that are steadily identified and confirmed in Turkish 
musicology (Popescu-Judetz 1999). 

Establishing the precise or approximate number of compositions 
raises the question of authenticity of the pieces that have circulated in 
the general repertory of Turkish classical music under his signature. The 
provenance of the compositions evidences the way through which writ¬ 
ten and oral sources crossed borders and combined so as to further gen¬ 
erate new materials out of a commixture of original and derivative ele¬ 
ments. Oral tradition had interacted and interfered in forming the 
Cantemirian repertory, adding various versions and variants that were 
transmitted independently. It continued to figure as parallel examples or 
moved conjointly, and consequently were accepted as authoritative cre¬ 
ations by the community of musicians and the wide public of music 
lovers. 
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By and large, Cantemir's creations are instrumental pieces, namely 
peprevs and semais that had been handed down through written and oral 
lines of transmission and had circulated in the live repertory of Turkish 
musicians, along succeeding periods under the label Kantemiroglu. In the 
multiple indexes enclosed to his Edvdr, the Kantemiroglu pieces are 
defined with the epithet haktr or cedid. Beside the pieces written down 
with alphabetical notes in the untitled Mecmua, a group of independent 
pieces ascribed to Kantemiroglu challenge the notion of authenticity. In 
course of time the genuine pieces along with the doubtful compositions 
were diffused in the repertory of subsequent generations of musicians 
whereby they were sanctioned with his recognized authorship. 

In terms of statistics, the composer Kantemiroglu's stature measures 
not up to the foremost prolific composers like Itri, Receb £elebi, Musahib 

a 

Bekir Aga or Ismail Dede Efendi, whose creativity was estimated to thou¬ 
sands of songs. Conversely, the presence of some tens of Kantemiroglu 
instrumental pieces In the past and present live repertory evidences the 
enduring creative features of his compositions that are as recognized 
today as were hundreds of years ago. Thereafter, his outlasting fame 
accounts for the compositional qualities of his works and not for their pro¬ 
lificacy. 

Undoubtedly, the architecture of his instrumental pieces constitutes 
the main factor determining the singular modal constructivism of his com¬ 
positional design applied to a unique distillation of melodic structures. 
Evolving from a stable foundation, the thematic elaboration of the con¬ 
structs projects a pervading sense of modality, and emphasizes structural 
development within the framework of an overarched configuration. In 
addition to Its congruent features, the structural melodic development In 
Kantemiroglu music is built upon pivotal ideas that transgressed periodi¬ 
cal mutations and expressed a constant endurance and permanence 
throughout the passing of time. Keeping up Cantemir's music to a degree 
of prudent comparison, I daresay his understanding of constructivist 
modality somewhat anticipated the modern concept of modalism achieved 
by Bela Bartok in the 20th-century art music. 

According to the level of categorization, Cantemir's works can be dis¬ 
tinguished in three groups: authentic compositions in which the problem 
of authorship is not raised at all, doubtful pieces accepted for convenience 
as genuine, and spurious works that were erroneously attributed to him. 
The first group is made up of the examples notated with alphabetical sym- 
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bols in the original manuscript. The second group comprises the pieces 
ascribed to him by community consensus, whether deriving from the ini¬ 
tial notations or evolving from other recognized versions. Evidently, the 
spurious ones are the pieces falsely attributed to Cantemir. 

Along with the written ones, the compositions that circulated in oral 
tradition had been handed down to posterity via written and oral line of 
transmission. In the process, the materials from the two lines of transmis¬ 
sion progressed in parallel and split apart through distinct channels that 
finally converged in one unified course. Few tonal and melodic elements, 
however, remained independent, generating particularized exemplars of 
either assumed or questionable origination. Regarding the lines of trans¬ 
mission, whether oral or written, several versions and variants of 
Cantemir's original compositions circulated independently and continued 
to configure jointly with his identified oeuvres. It follows that a part of the 
pieces identified as Kantemiroglu compositions are assessed variants of 
the examples existing in the original manuscript. Others are single cre¬ 
ations likely considered mere attributions. They all make up Cantemir's 
dominion. (For complete description and notations of the Cantemirian 
repertory see Popescu-Judetz 1999 Appendix E & F: 86-215.) 

The question of authenticity opposed to attribution had been debat¬ 
ed in the history of art music enhancing controversy about the trans¬ 
mission of authorship. In Western musical culture, the authorship is 
essentially transmitted in writing, albeit oral transmissions might be 
considered additional positive factors. When a composition is printed, 
the name of the composer appears on the title page. In contrast, the 
pieces that are not assigned to specific composers are listed as anony¬ 
mous works. Between the opposite poles there is sufficient opportune 
access for cases of erroneous authorship. Wherefore, doubtful attribu¬ 
tions occurred even to superlative composers like Beethoven and 
Mozart. Likewise, the popularity of Giovanni Battista Pergolese was so 
recognized after his untimely death that much music was attributed to 
him, though it was later known to be by other musicians who put his 
name on their works. Placed in historical context, music criticism wide¬ 
ly agrees that Franz Joseph Haydn is the most notorious of all composers 
when it comes to attributions and spurious works considered in the hun¬ 
dreds. Of all explanations for this particular status, the most common 
was that Haydn was thought the most famous composer of his time. 
Other opinions, however, had supported a different view based on the 
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vast circulation of written documents of his works, referring in particu¬ 
lar to the careless scribe copies disseminated at random (Spitzer 1983). 

While the Western concept of authenticity strictly pertains to writ¬ 
ten music, the understanding of authorized compositions acquires a 
hyperbolic dimension in Ottoman musical culture. The question of 
authorship in a sociocultural setting like the Ottoman traditional society 
was solidly linked to oral transmission, and as a result attained a partic¬ 
ular significance within the context of music making. It was an honor to 
imitate the predecessors and a strict duty to respect the consecrated 
models, a responsibility that stretched the notion of originality to an 
ambivalent edge. Coming in union with the inextricable chain of tradi¬ 
tional exemplars, the idea of authorship reflected the twofold image of 
creativity, as a personal expression and a link in the traditional cycle. A 
case in point is the notion of nazire, designating a poem or melody com¬ 
posed in the style of a known author or imitating an existing piece as a 
flattering replica to the original. In a broader sense, the term approxi¬ 
mates the meaning of variants composed by a different author to an 
existing piece, and corresponds to the Western music notion of varia¬ 
tions on a theme developed by a composer to complement a well-known 
composition by another author. 

An acclaimed composer whose fame had grown in time due to the 
unfailing multiplication of his creations had been Hace Abdiilkadir bin 
Gaybi Meragi. Numerous kars and beste s by Hoca Meragi (simply named 
Hoca) appear in almost all the Turkish giifte mecmuasi texts beginning 
with the 16th century. The persistence of Hoca pieces in the written 
repertory stands in contrast to their relevant literary evidence, making 
almost impossible to ascertain the originals, wherever they existed sep¬ 
arately from attributions. 

In general, the transmission process was based upon the memory of 
the practitioners. Some pieces were thought to be exact reproductions, 
though they were partial duplicates, while other pieces were re-created 
and assigned a different authorship, though continuing to carry features 
transferred from earlier models. Gradually, the oral tradition entailed a 
complex generative process in amalgamating structural elements with 
stylistic features cast in new forms of reproduction. The re-creation of 
pieces, in stages, involved an arbitrary selection of materials along with 
the gradual assimilation of novel elements in chronological phases. 
Completing the process of mixing and integrating the components, the 
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materials selected were adapted in conformity with the rules of a new 
historical environment and then were transmitted to next generations. 

It is widely accepted that oral channel and written transmission are 
not to be seen as bipolar opposites but as overlapping areas in a contin¬ 
uum. It quickly becomes evident that a single one-dimensional channel 
cannot possibly serve to adequately describe the entire range of vari¬ 
ables in a chronological development, but has to resort to further con¬ 
necting venues. In a continuum, however, there is no clear break 
between the period of oral transmission and the period of writing, but 
rather a progressive shift from the predominance of one kind of trans¬ 
mission to the dominance of the other, a move that happens in stages. In 
the absence of writing, a composition was initially submitted to memory 
and then repeatedly rendered in performance and changed in the 
process (Jeffrey 1992: 50-72). 

Traditional adaptations are capricious and versatile. It was possible 
a piece to be integrated in the live repertory while other pieces were for¬ 
gotten for obscure reasons. An old piece would undergo transformation 
being re-created from elements almost alike to the original model and 
then labeled with another name and credited to a different composer. 
Nevertheless, the makam was a rather stable factor, but the usul changed 
in most instances. In the process of reproduction, a fixed memory evolu- 
ated into a reconstruction of recollected components that turned into 
potential factors capable to bring forth a renewed and distinct configu¬ 
ration adapted to the standards of the respective sociocultural setting. 

The difference between copies and genuine works is thought to 
reside in the process of making. In many cases the copy can be so perfect 
that it replaces and even equals or improves the original model. 
Covering a broad scope of intelligibility, the problem of authenticity and 
attribution concerns contrasting aspects determined by the perception 
and stylistic analysis of musical compositions. 

In Western art, a spurious composition is considered inferior, and is 
consequently rejected and forgotten. Philosophers of art have rational¬ 
ized the inferiority of spurious works and have essentially banished 
them. In folk tradition the situation is quite opposite, because the work 
is anonymously created and accepted by the community. Therefore, 
there is no essential differentiation between anonymous works and per¬ 
sonalized creations, since they come to be graded and authenticated by 
the authority of the community of listeners. Reaching the middle way, 
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the quest of authorship in Ottoman traditional musical culture casts multi¬ 
fold features and tendencies. Moving along parallel streaks, the variabilities 
of musical genres have combined the oral channel of performance with the 
written channel of manuscript circulation and in the end with printing com¬ 
ing in a continuum oftransmission that kept on progressing through stages. 

Throughout historical periods, Cantemir's compositions underwent 
the rules of transformation and the consequences of transmission. The ear¬ 
liest channel of textual transmission, as we already have determined, was 
represented by the instrumental melodies notated in the original manu¬ 
script. Another line of transmission came through the numerous collections 
of Hamparsum notes existing in private collections or located in various 
libraries. These, too, constituted an adequate and reliable vehicle of trans¬ 
ference beside the channel of oral tradition. Moreover, a highly active chan¬ 
nel concerned transcriptions and notations with Western notation, deriv¬ 
ing from the original manuscript and other sources that preserved some 
pieces in a finalized written form. These made their way through printing 
and remarkably increased and unified all sources because of music literacy 
priority. Closing the transmission cycle, oral tradition, in face of modem 
music education, faded and yielded its authority to the printed versions of 
Kantemiroglu pieces. 

To demonstrate how the oral and written channels integrated to confer 
authenticity or attribution to diverse Kantemiroglu versions, we will apply 
in the forthcoming section a brief stylistic investigation to some controver¬ 
sial pieces from Gantemir's opuses. 

Unequivocally, Kantemiroglu Nota Mecmuasi (H. S. Arel's designation 
for the untitled Mecmua) constitutes the originary source for the 
Cantemirian musical art at the turn of the 18th century. Half a century later, 
the learned Mevlevi musician Nayi Ali Mustafa Kevseri employed 
Gantemir's system of notation, wrote a treatise including major parts from 
Gantemir's book, and added the notations of many more compositions 
other than those recorded in the original manuscript. Certainly, Kevseri 
was the compiler's pen name [mahlas) whereas his Muslim name was 
Mustafa. So far, Kevseri Mecmuasi, completed around 1750, contains the 
textual documentation of the peprev s and semais authored by 
Kantemiroglu, without inclusion of the composer's name in titles amid 
many others. Yet, at the end of the collection, Kevseri added a peprev in 
nihavend/devr-i kebir by Kantimiroglu, absent in Cantemir's manuscript 
(Popescu-Judetz 1998). 
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A huge field of resource pertains to documents recorded with other 
methods of notation. The numerous notebooks; written with 
Hamparsum notes in the 19th century, represent an ample legacy of 
written music passed on by outstanding Turkish musicians like Mevlevi 
Ataullah Dede Efendi, Mevlevi Aziz Dede and Zakirba§i Halis Ra§id 
Efendi. In addition, Notaci Haci Emin Efendi published in 1886 the col¬ 
lection Nota Muallimi containing numerous pieces written with Western 
system that established a vast field of musical resources handed down to 

the present. About the first decade of the 20th century, the industrious 
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$amh Brothers, namely Udcu Selim, Iskender Kutmani and Tevfik 
Kutmani established a sustained printing business of musical materials 
in Istanbul. Udcu $amh Selim edited Sazende publication, whereas 
towards 1915 $amh iskender published Miintehabat-i asrar, a rich selec¬ 
tion of a large repertory of musical pieces, and also continued publishing 
Sazende series. By mid-20th century, the eminent musician M. Ekrem 
Karadeniz had, too, gathered a voluminous collection of notations per¬ 
taining to Turkish classical pieces, secular and religious music, urban 
and folk songs. Karadeniz Koleksiyonu is comprised of 66 volumes that 
are stored at Suleymaniye Kutiiphanesi, accurately catalogued by the 
music historian Murat Bardakfi. Some attributed Kantemiroglu pieces 
are also figured in the aforementioned collections. 

The Armenian composer and notator Mandoli Artin, on his full name 
Harutioun Havadourian, wrote down with Hamparsum system a multi¬ 
tude of Ottoman Turkish pieces. The entire collection Hamparsum- 
Mandoli came into the possession of the composer Refik Fersan, and was 
later acquired and safekept at TRT Music Archives in Ankara. The fund 
contains several compositions by Kantemiroglu among which pe$rev in 
rast/dilyek and aksak semai, peprev in neva/sakil, three more semais and 
a last aksak semai in rast entitled teresud (maybe a corrupt word from 
tereddiid). The highly respected musician Halil Can consulted the collec¬ 
tion and transcribed into staff notation a good number of songs and 
instrumental melodies. Of the pieces ascribed to Cantemir, some are 
variants of the compositions notated in the original manuscript, others 
are unknown attributions. Another important archive of Hamparsum 
notes is stored at the Istanbul Conservatory in Kadikoy. There are about 
20 examples identified as variants of Kantemiroglu compositions, 
inscribed with the author's name (Jager 1996]. 
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The earliest transcription of a composition by Cantemir into 
European notation belongs to Charles Fonton, jeune de langue and 
dragoman posted at the French embassy to the Ottoman Porte in the 
18th century. In 1751, Fonton completed Essai sur la musique orientale 
where he notated Air de Cantimir and other five pieces. (Fig. 1) 

Air de Cantimir is written in 4/4 meter with andante dynamic indi¬ 
cation. The piece approximates the structure of a peprev, formed of four 
parts with an introductory section and ritornellos, based upon the the¬ 
matic transformation of the first part. The ambitus of the melody extends to 
one octave and a fifth, from G to d’. All parts end on B with same cadence fig¬ 
ure descending to G. The rendition of the melody without Turkish acciden¬ 
tals parallels a mode of B with the characteristic interval of augmented 
fourth. The principal theme undergoes transformations enhanced by certain 
tonal centers on B, b' flat and e; the melodic line evades and expands into 
higher register, passes through modulations and descends to close on a 
steady cadence formula through subtonal resolve. In spite of the Western 
conventions employed to render specific pitch notation and rhythm pat¬ 
terns, Fonton's notation is not a reproduction of the written original, but an 
analytical rendition of the musical text Most certainly, Fonton heard the 
pe$rev played by musicians and wrote it down from live performance. 

The way it is notated confirms the piece is a version of the peprev in 
bestenigar/berefean by Kantemiroglu written in the original Nota Mecmuasi. 
The original piece comprises the succession of HI H2 H3 with an interacting 
miilazime and ve-le-hu segments, and modulates with inclusion of bayati, 
saba and segah constructs. (Fig. 2 & 3) 

As a footnote to the capricious function of transmission, we acknowl¬ 
edge that a composition that could be affiliated to the aforesaid peprev had 
been mentioned in the musical practice of subsequent years. In his Mecmua 
compiled in the second half of the 18th century Hekimba§i had inscribed the 
title of a pe$rev in segah/berefean by Kantimuroglu (fol. 393). Perhaps relat¬ 
ed to this piece is an anecdote recounted by the chronicler Molla Haci 
Abdiilgaffar in his Crimean history written in 1156/1743. The story tells, 
when Cantemir was ready to set out for Russia in exile, a takim of court musi¬ 
cians performed as farewell song his beste in segah and the Prince choked up 
in tears (Siirelsan 1975: 27-28). 

Next transcription into Western notes belongs to Muallim ismail Hakki 
who published, in 1895, in Mahzen-i Esrar Cantemir's peprev in rast/diiyek 
and semai, both pieces credited to sahibi Kantimirzade. (Fig. 4) 
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ismail Hakki had acquired the pieces through the joint transmission of 

oral channel and Hamparsum documents. In Cantemir’s Nota Mecmuasi, 

there are notated two original pe$rev s in rast, one in bereftan and another 

titled "Mevc-i derya” in dtiyek without the complementary saz semai. These 

■ 

two pieces are not related to Ismail Hakki's examples. On his turn, Halil Can 
transcribed the same peprev in rast/diiyek and the attached saz semai taken 
from Hamparsum notes (1968: 16-18). 

With regard to the difference in rhythmic notation, we remind that usul 
variability was a factor of change observed in many other instances through¬ 
out the periods. Specific changes aside, the case of ismail Hakki's version of 
pe$rev in rast exemplifies the continuity of the respective composition after 
shifting from written to oral channel and back to written transmission. 

In 1907, Rauf Yekta published in Paris, in Revue musicale, a biographical 
presentation of Cantemir, the musician, with the transcription of the peprev 
in nihavend/devr-i kebir taken from Kevseri Mecmuasi. 

At the very time, Rauf Yekta had in his possession the unique manu¬ 
script Kevseri Mecmuasi he had purchased around 1897 from the musician 
and composer Ferik Necib Pa§a, Chief of Mizika-i Hiimayun. In his brief arti¬ 
cle, Rauf Yekta wonders of the unknown fate of the original book written by 
Cantemir on Turkish music and ascertains that I'authenticite de notre 
Pechrev est indiscutable et il est tout a fait inedit... thus confirming the piece's 
undisputed provenance from Cantemir through Kevseri's transmission 
[Revue musicale , 1907, 5:117-121). 

Ismail Baha Siirelsan has analyzed Cantemir's system of notation, using 
Kevseri Mecmuasi notations (1975: 73-108). To explain the notational sym¬ 
bols, he has published two transcriptions from Kevseri into staff notation, 
the peprev in zengule/devr-i kebir (existing in Cantemir and Kevseri) and the 
famous peprev in nihavend/devr-i kebir notated only in Kevseri enclosed here 
below. (Fig. 5 & 6) 

The fact that Kevseri attached the name Kantimiroglu to this peprev 
evokes curiosity. Certainly, nihavend is a major mode related to rast, 
branched out in several varieties, of which nihavend-i kebir and 
nihavend-i sagir are the most employed forms. Other forms are 
nihavend-i sagirek, nihavend-i rumi and of course sirf nihavend. The 
peprev notated by Kevseri exhibits an enlarged development built on a 
core structure characteristic of the constructivist concept of Cantemir. 
The melodic design evoluates through the expanded series HI H2 H3 H4 
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with two variable ritornellos, Ml & M2. The tonal centers and final 
cadences alternate the pivotal tones G and d of the basic pentachord and 
the transitional G and c of the tetrachord to integrate generative motives 
through modulations. The basic design encompasses an overarched 
melodic evolution. Its robust alternation of leaps through intervals of 
fifth and fourth is balanced with moderate melismas that expand to high¬ 
er register in a long H4 to finally recede to the stable point. The dynam¬ 
ic complexity of the composition is stressed in the tendency of changing 
back and forth from the prevailing features of nihavend-i kebir to 
nihavend-i sagir structural elements. 

The peprev in nihavend already circulated in the live repertory, 
around 1750, when Kevseri authenticated it as a Kaetimlroglu compo¬ 
sition. Presumably, he recognized the peprev as genuine In agreement 
with the practitioners that had already Integrated it In their current 
repertory. Soon after, the peprev in nihavend was assimilated to the 
Mevlevi Ayin-i $erif and its authorship was transferred to the Musahib 
Seyyid Ahmed Aga Vardakosta (d. 1794]. The fact that the pe$rev 
changed its authorship should not surprise, since a nominal conversion 
was a plausible occurrence proved in many cases. Besides, Mevlevi musi¬ 
cians composed and performed religious songs as well as secular music. 
Specifically, the Introductory pe§rev called ba$ peprev together with the 
son pe$rev and the supplementary yilrilk semai made up the framework 
of the classical concert suite, wherein the consecutive sections of the 
Ayin-i §erif constituted the core of the religious ritual. Conversely, both 
peprevs could be anonymous pieces or compositions authored by either 
lay or religious composers. 

The pe^rev In nihavend was reprinted around 1924 under Musahib 
Seyyid Ahmed Aga's authorship in Darulelhan Kulliyati (no. 104], the 
official publication of Istanbul Conservatory that from 1922 onwards 
began to print fascicules of classical compositions. Rauf Yekta was pro¬ 
fessor of music theory at the Conservatory and, by 1926, was appointed 
as Director of the Conservatory Committee ( Tasnif ve Tesbit Heyeti ] 
responsible for the publications, a position he held to his death in 1935. 
He worked on the Committee with Muallim ismail Hakki, Mesud Cemil, 
Zekaizade Hafiz Ahmed, All Rifat £agatay and Dr. Suphi Ezgi. The peprev 
in nihavend was printed as the Introductory peprev to the Ayin-i §erif in 
nihavend composed by Musahib Seyyid Ahmed Aga Vardakosta. To the 
present day, the Mevlevi repertory kept the peyrev and Ayin-i §erif as 
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Seyyid Ahmed Aga's authorized oeuvre (Heper, 1974: 117-118). (Fig. 7) 
The saga of the peprev in nihavend introduced by Rauf Yekta covered 
a long journey and provoked speculations on the part of musicologists. 
In time, it was considered a textbook case of special significance for the 
conceptualization of mid-18th century instrumental art music. 

Walter Feldman questioned if the pe$rev was based on a Cantemir 
original and analyzed the piece in historical context with regard to the 
formal organization of sections, arrangement of divisions, melodic den¬ 
sity and rhythmic structure. Feldman assessed that, in fact, this pe$rev 
was falsely attributed to Mevlevi ritual music, yet it represented a 
unique example in the transitional phase between Cantemir's style of 
compositions and the end of the 18th century (1996: 449-459). 

Owen Wright proposed to trace the history of the pe$rev, solving the 
authorship dilemma in a speculative argumentation that linked the piece 
to a hypothetical prototype, and he debated psychoanalytical insights, 
compared sources and engaged in a lengthy digression on rhythmic 
structures to finally reach ambivalent conclusions (2007,1 (45): 3-45). 

Notwithstanding the academic interpretations of the peprev in 
nihavend/devr-i kebir, the composition labeled by Kevseri as a 
Kantimiroglu was definitively assimilated into the written channel of 
transmission. An additional argument to the debate would sustain that 
the peprev was simply a part of Cantemir's legacy, either theoretical or 
practical, which had infiltrated the Turkish musical culture along the 
18th century without averred identification. 

Another introductory pe$rev in sultani irak/devr-i kebir by Cantemir 
had been likewise integrated in the Mevlevi Ayin-i §erif composed in 
makam irak by Hafiz Abdiirrahim $eyda Dede (d. 1800). The piece was 
published under the title Kantemiroglu'nun Sultani Irak makammda 
Peprevi in the special issue of istanbul Konservatuvari Nepriyati series, 
vol. 9, Turk Musikisi Klasikleri, Mevlevi Ayinleri IV, 1934 (no. 239: 433- 
434). The committee of directors ( Tasnifve Tesbit Heyeti ) responsible 
for the publication was formed of Zekaizade Ahmed, Dr. Suphi and 
Mesud Cemil. Actually, Turkish music historians attested that Neyzen 
Hafiz §eyda had composed and performed the Ayin-i $erif in irak at 
Yenikapi Mevlevihanesi in 1785 (Ergun 1942, 1: 167-170). (Fig. 8 & 9) 
This pe$rev in sultani irak was originally notated both in Cantemir's 
Nota Mecmuasi and Kevseri Mecmuasi, then transcribed and published 
in Popescu-Judetz (1973: 339-340 and 1999: 120-121). Seemingly, the 
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pe$rev was already widely known and appreciated by coeval and suc¬ 
ceeding musicians. Tanburi Kuftik Artin notes in his Musiki Edvan writ¬ 
ten about 1740 that Cantemir’s peprev in irak had the first part struc¬ 
tured in sultani irak (Popescu-Judetz 2002: 59). Hence Kiiftik Artin’s 
statement confirms the piece’s origination and existence in the main¬ 
stream of mid-18th century contemporaneous music. A rather dissimi¬ 
lar version of the peprev in irak/devr-i kebir and saz semai by Cantemir 
had been published by $amh Iskender Kutmani in Sazende (1926: 102- 
105) and then was later reproduced in Popescu-Judetz in rhythm diiyek 
(1999: 161-164). (Fig. 10 & 11) 

Comparing the originary form of the peprev in sultani irak to the 
attribution in irak from Sazende, we surmise that the latter is a rather 
modernized re-creation of the original pe$rev, developed in an enlarged 
organized form of HI H2 H3 H4 series with two variable teslims. 
Obviously, the main difference lies in the florid ornamentation of the 
basic design shown in the modern version. 

In the early decades of the 20th century, Cantemir's compositions 
reached definitive validation in print through §ehbal, a culture and arts 
magazine engaged in disseminating music knowledge and notations. 
After acquiring Cantemir’s original manuscript, H. Sadettin Arel, once 
owner and editor of the periodical, printed the entire text of the Edvar 
with notations from Kantemiroglu Nota Mecmuasi illustrated with tran¬ 
scriptions ( $ehbal 1909-1913: 12-84). 

About the same time Rauf Yekta introduced Kevseri Mecmuasi in an 
article on music history and notation published in 1909 in $ehbal 11, 
including the facsimile and transcription of the peprev in kiirdi/berefean by 
Hoca Angeli Tanburi (p. 211). In 1910 Rauf Yekta published a biographical 
article on Cantemir in $ehbal 48 (p. 472). In the caption to the Prince’s por¬ 
trait, he mentions the most celebrated work ( e$her asar), namely the semai 
in sultani neva (compound designation for the semai in neva) and indicates 
that the respective transcription was attached. In lieu, the article was illus¬ 
trated with the transcription of a saz semai in u$$ak, signed by Dr. Suphi 
Ziihdii Bey [Ezgi], 

The saz semai published in $ehbal, however, exhibits certain features 
evoking Cantemir's compositional style. Its robust design develops through 
articulated motifs challenging each other, while its melodic outline is organ¬ 
ized in the succession HI M T H2 H3 H4. Afterwards, this semai surnamed 
"Nadide” attained a large diffusion and circulated with the corresponding 
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pe$rev in u$$ak/ darb-i fetih, notated in Kevseri without author's name and 
was transmitted through the oral channel to the repertory of performers 
(Popescu-Judetz 1973: 398-399; 1998: 41; 1999: 95 & 206-210). At last, the 
peprev in u^ak and semai were recognized as Cantemir pieces and were 
also recorded in Hamparsum notebooks (Jager 1996: 205/3.31 & 
205/3.21). In conclusion, we consider the saz semai in u$$ak a convention¬ 
al attribution. (Fig. 12) 

A case in point to the versatility of semais is demonstrated by three 
examples of saz semais related to Cantemir's peprev in penpgah/devr-i kebir 
labeled "Huri,'' initially notated in Nota Mecmuasi (pp. 174-175), and the 
variant that had earned traditional attribution, being reproduced in Burada 
(1911: 35-42), and later published in IKN171 series, Turk Musiki Klasikleri. 
These saz semais are structurally linked to each other. The first is related to 
the variant of the original pe$rev, the second is a variant of the first saz 
semai, the third is a distinct piece of subtle expressivity that shows struc¬ 
tural elements common to Cantemir's style in terms of leaps, spaced-out 
intervals and expansion to the acute register. Indeed, the latter semai pre¬ 
vailed in acceptance over the years, was published by Udcu §amh Selim in 
Sazende 20, and was also included in Karadeniz Koleksiyonu kept at 
Silleymaniye Kiituphanesi (vol. 8: 9). (Fig. 13) 

In 1908, the Romanian ethnologist Teodor T. Burada traveled to 
Istanbul to find and gather music composed by Cantemir. He was a zeal¬ 
ous researcher, met the musicologists Rauf Yekta, Suphi Ezgi and the 
notable and music connoisseur Hasan Talat Bey of Bebek. All three gen¬ 
erously assisted him in collecting materials. On his return, Burada deliv¬ 
ered a presentation at the Romanian Academy, on November 20, 1909, 
and in 1911 published the findings of his investigation in a monograph 
entitled Scrierile musicale ale lui Dimitrie Cantemir (Dimitrie Cantemir's 
Musical Writings ). The study includes 17 compositions allegedly 
authored by Cantemir, collected during his research trip: beste in 
nihavend and beste in nipaburek; seven pe$rev s in penpgah, buselik-a$i- 
ran, nihavend, sultani irak, another buselik-apiran, isfahan-i cedid, u$$ak; 
four semais in nihavend, neva, buselik-apiran, penpgah ; two pieces in 
acem-tarab ; Air des derviches and Air de Cantimir. Burada copied Air de 
Cantimir after Fonton's transcription, while the pe$rev in nihavend/devr- 
i kebir was taken from Rauf Yekta's transcription after Kevseri published 
in Revue musicale 5. 

The peprevs and semais published by Burada came from Rauf Yekta 
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and Suphi Ezgi collections. Rauf Yekta had studied the theory of Turkish 
art music and Western music with Ataullah Efendi, and had learned 
Hamparsum notation from Hafiz Aziz Efendi. He learned to play the ney 
with Cemal Efendi and had acquired a large repertory of pieces from 
Zekai Dede and Bolahenk Nuri Bey. As for Suphi Ezgi, he was an accom¬ 
plished musician who mastered Hamparsum notes and Cantemir's sys¬ 
tem of notation, and was greatly skilled in Western notation. Suphi Ezgi 
had learned orally a large repertory from his teachers Zekai Dede and 
$eyh Halim Efendi, and had transcribed pieces from Kevseri and also 
from $eyh Ataullah Efendi's collection of Hamparsum notes. 

One of the pieces, elicited by Burada, was the “celebrated” semai in 
neva mentioned before. According to a popular legend, Cantemir had 
performed on tanbur his semai in neva before the Sultan at his nomina¬ 
tion to the throne of Moldavia. Though the story was mere fantasy, the 
doubtful piece, semai in neva , had been transmitted as an unequivocal 
Cantemirian composition. The semai in question was complementary to 
the peprev in neva and was reproduced in Hamparsum-Mandoli collec¬ 
tion of notations. Neither one was included in Cantemir's original manu¬ 
script. Halil Can has transcribed only the pe$rev in neva/fahte from 
Hamparsum notes (1968: 14-15], whereas the semai was transmitted 
independently in writing and printing. They are both reprinted in 
Popescu-Judetz (1973: 363-366 & 389-390; 1999: 172-175.) 

The vocal songs, beste in nihavend and beste in nipaburek, as well as 
the two instrumental pieces labeled acem-tarab I and acem-tarab II 
came from Hasan Talat Bey of Bebek who confirmed their authenticity 
and asserted the melodies circulated in the current repertory of con¬ 
temporaneous musicians (Burada 1911: 104-110). The acem-tarab 
pieces (pe$rev in dilyek and semai in aksak) are likewise notated in 
Karadeniz Koleksiyonu (13: 120-121; 32: 291) and are reproduced in 
Popescu-Judetz (1973: 401-405; 1999: 143-147). 

Acem-tarab I holds a four-part construction similar to a peprev, open¬ 
ing on acem, going upwards through close steps and taking again from 
acem in second part. In the third part, the melody evades in the upper 
register from muhayyer and moves higher to settle in the lower range, 
ending with a cadential figure and a subtone around acem-apiran. Acem- 
tarab II is a short piece of semai type, first evoluating in rhythm ttirk 
aksak 5/8 and ending with a lively yiiriik semai. Both attributed melodies 
had completely disappeared from written and live repertory. 
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As for the two bestes, Talat Bey claimed he took the songs from his 
collection of melodies printed on postcards. Indeed, by the beginning of 
the 20th century, the fashion of sending postcards as souvenirs of the 
places of vacation reached highest popularity in the Western countries. 
At the same time in Turkey, there was a growing industry in distributing 
popular songs through print and reproducing souvenir postcards of sites 
and local ethnic characters. In Istanbul, £amh Brothers, equally known 
as $amh iskender Tevfik Brothers, began to print a series of postcards 
with notations of vocal-instrumental songs illustrated with colorful veg¬ 
etal design. In the following decades, the printed Turkish postcards were 
fashionable amidst music aficionados and soon became collector's items 
that could be bought on the rare book market. In time, a large part of the 
music postcard collection, published by §amh Brothers, was acquisi- 
tioned by the writer and music historian Murat Bardakfi from M. Ekrem 
Karadeniz estate. Finally, PAN publishers reprinted in 1988 a Notali 
Kartpostal Albumii containing some selection of $arki, kanto and turkii 
pieces with the original illustration. (Fig. 14 & 15) 

In course of time, the musical lore, enhanced on Cantemir's fascinat¬ 
ing figure, conjectured the popular opinion that $amh Brothers had 
printed the attributed bestes on postcards. For many years, I tried to find 
the Kantemiroglu songs on postcards at the antique booksellers on 
Sahaflar Qar$isi without result. After all, my tenacious endeavor ended 
up in vain. Still hoping, I kindly asked my colleague friend Murat 
Bardakfi to search for Cantemir's bestes in his collection, but he found 
none. In spite of our mutual efforts, the riddle of Cantemir's vocal songs 
printed on postcards remained unresolved. 

Based upon Hasan Talat's confirmation, Burada identified the two 
bestes from postcards as Cantemir's compositions. The lyrics and music 
of the beste in nihavend/aksak semai and beste in nipaburek/muhammes 
are here reproduced from Burada's rendition. (Fig. 16 & 17) 

Following Burada's attestation, the succeeding music historians 
have confirmed Cantemir's authorship of the two bestes without further 
investigation. Despite provoking sensational attention, the two bestes 
are absent in the gilfte mecmuasi anthologies commonly available for 
consultation in libraries and private collections. Beyond those facts, 
there is not one iota of evidence to prove Cantemir had ever composed 
or formally performed vocal songs. Pondering pro and con arguments, 
we consider the bestes spurious pieces. 
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Romanian musicologists advanced the hypothesis that some of 
Cantemir's "songs” had been transmitted through Greek manuscripts 
with Byzantine notes, spread through musical manuscripts copied by 
monks, and were printed in Karamanh publications. To trace this venue, 
we had to extend our search to localities out of Istanbul area and 
Rumelia. 

Historical evidence points out to the post-Byzantine period when 
the church music underwent stylistic changes as the activity of the 
monks concentrated upon the embellishment of the music through rich 
ornamentation. The originally simple structure of Byzantine melodies 
was transformed through variations into an ornamented style, until the 
words of the text were made unrecognizable by extended coloraturas. In 
fact, the ecclesiastical music was so much influenced by the scales and 
musical formulas of the Turkish overlords, as were the musicians who 
developed this ornamented style called maistores (Wellesz 1998: 238). 

Progressively, the church singers and priests of Greek Orthodox 
Church mastered the training of performing secular songs (dopcrra e£ar 
Tepuca) distinguished from religious songs (aapiaTa eKKXecnacmKd). In 
addition, the monks were skilled scribes and copyists who notated both 
religious hymns and secular songs for memorization. Casting even more 
light on the influence of secular music upon the thinking of the ecclesi- 
asts and prelates, the 18th-century treatises on secular music composed 
by Panayiotes Chalatzoglou Protopsaltis of the Great Church in Istanbul 
and Kyrillos Marmarinos, Archbishop of Tinos, are documents of the 
18th-century intellectual, opening to the pervasive secular culture and 
infiltration of makam music. Secular music was termed by the Greeks 
apa(3oTTepaiKT] pouaiKt), also Trepauo) iioucmcfi, or simply e£ioTepucf| 
pouaiKp, epithets that were actually synonymous for Turkish music 
(Popescu-Judetz & Ababi Sirli 2000). 

Greek music historians had traditionally considered Cantemir the 
protagonist of Greek millet culture and held his kinship to be a fait 
accompli, though not documented. Following this line of thought, 
Christos Tsiamoulis, in his book PcapiriOL ZwGeaec rpc TToXpc (1998), 
attempted to place him in the history of Greek composers in Istanbul 
between 17th-20th centuries. Therein, he includes 19 peprevs and 
semais by Cantemir, reproduced from Popescu-Judetz monograph pub¬ 
lished in 1973 and §amh iskender Kutmani’s Sazende edition of around 
1920. In the same book, Tsiamoulis publishes the facsimile and tran- 
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scription of beste in ni$aburek, entitled Ti qeyd\r| cnj|ad)opd (What a ter¬ 
rible misfortune), and accurately defines it as "falsely attributed to 
Cantemir.” We understand that the facsimile came from Melpomene 
anthology compiled by Nikephoros Kantouniaris, located at Vatopedi 
Monastery on Mount Athos (I. M. Vatopedi, ms. 1428, p. 339). From the 
context, we deduce the Greek lyrics were composed by Georgios Nikolas 
Soutzos, a Phanariote dragoman of the Ottoman Porte, whereas the 
melody was a close variant of the Turkish beste in ni$aburek/muhammes 
published by Burada. Following the beste, Tsiamoulis adds the tran¬ 
scription of ni$aburekyuriik semai with music by Grigorios Protopsaltis 
and lyrics by Georgios Nikolas Soutzos. Regarding the provenance of 
both transcriptions, Tsiamoulis indicates that the songs came from the 
Karamanh publication, Pandora. (Fig. 18 & 19) 

In reference to the above versions, we acknowledge that the late 
musicologist Etem Ruhi Ungor acquired in 1976 two comparable pieces 
from the Archives of istanbul Belediyesi Konservatuvarr. beste in nipabu- 
rek/muhammes and agir semai written in 10/8 (MTM, pp.1559 & 1560). 
The musical text and lyrics of the former are identical with beste in 
nipaburek/muhammes published by Burada, whereas the melody and 
words of the ni$aburek agir semai are same with beste in nihavend/aksak 
semai, which was the second beste collected and printed by Burada. We 
remark that the Greek version of the beste in ni$aburek is very close to 
the Turkish original, except for the insertion of an extraneous terennilm 
and scanty differences in graphism. The Greek yuriik semai is complete¬ 
ly a new composition and the Turkish so-called nipaburek agir semai is 
the misnomer of the original beste in nihavend/aksak semai. 

With regard to the genuine beste in ni$aburek, we make the observa¬ 
tion that Murat Bardakpi has listed in his book Fener Beylerine Turk 
$arkilari the pieces published in Pandora tome 2 in 1846. In a footnote, 
he adds the contents of the Karamanh publication Pandora tome 1 issued 
in 1843, affirming that the quoted edition included beste, yuriik semai, 
and $arki pieces arranged on Turkish makams and usuls with Greek 
words, as well as other songs on Byzantine modes. Amidst the makams 
entered, nipaburek appears with two mentions that are insufficient to 
disclose their contents (1993: 37, note 1). 

There is enough literary evidence attesting the beste in ni$aburek 
from Melpomene named Ti |ieydXr| auiucjbopd has circulated even further 
north of the Danube, to the Romanian Principalities. After 1711 and 


43 


1715, Moldavia and Wallachia were ruled by Phanariote Princes who 
advanced the arts and sciences in the countries. They founded cultural 
academies where the students learned ancient sciences, classical lan¬ 
guages and arts, as well as the fundamentals of oktoechos and church 
music. Likewise, the monasteries were important centers for training 
church chanters Q paracliseri ) and priests to notate old and new songs of 
religious and secular extraction. 

Continuing to build on the established influence of Turkish court 
music, the new rulers brought from Istanbul a host of court and church 
singers. These were trained in new-fashioned Greek style and knew how 
to interpret romances and love songs of secular music with ifos de 
Tsarigrad (Istanbul mannerism). The songs exhibited a rich ornamenta¬ 
tion, chromatic scales with frequent modulations from one scale to 
another shaded by melancholy, gloomy oriental intonations. In fact, the 
melodic scales of Ottoman makam music appear in abundance In the 
Romanian urban melodies of the second half of the 18th century, such as 
milstear, nipahur, acem-kurdi, acem-a$iran, buselik, apiran, buselik-apran, 
hiiseyni-apiran , hiizzam, u$$ak, arazbar, Isfahan, araban-bayati, saba, 
muhayyer, babatahir. 

Equally significant was the influence of the neo-Greek poetry that 
made a special Impact upon the local poets who, too, emulated to create 
popular songs inspired in the highlights of urban life (Papadima 1963). 
Afterwards, it became fashionable for Romanian educated amateurs and 
recognized poets to compose poems in Greek and Turkish language and 
adapt the lyrics to Turkish melodies played by the lautari, traditional 
Gypsy musicians skilled in Turkish style of music. The Greek-Turkish 
songs were in vogue in upper class circles, as well as in lower mahala 
neighborhoods, and were disseminated to larger areas by the urban 
tarafuri de lautari (Gypsy professional bands). The new musical culture 
assimilated a diversity of Turkish-Greek urbanized melodies of bestele, 
macamuri , pestrefuri, samaele, manele and taximuri (coined Turkish 
terms). Above all, the prevailing songs performed at official events and 
social gatherings were cdntece de lume (secular songs), also called can- 
tece hagimepti, a derivative phrase meaning “songs for upper class mas¬ 
ters" in lautari Idiom. 

In fact, the Byzantine musical literature preserved In Romanian 
libraries evidences the secularization of the church music during 
Phanariote period and the lasting impact of the Turkish effect. We find in 
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the texts defining expressions as “compositions in Turkish style," specifi¬ 
cally spelled “instrumental pieces," “excessively ornamented," “extreme¬ 
ly elaborated." Some conservative church figures opposed the Turkish- 
Greek trend of secularization that continued into the 19th century. In 
1823, Makarios Hieromonachus deplored the fact that “they began to 
chant in church secular songs, and even those songs the Turks sing in cof¬ 
fee houses and at social gatherings" (Barbu-Bucur 1989: 166-169). 

Greek music manuscripts, safekept in Romanian libraries, contain 
frequent notations of romances and love songs, written down by church 
chanters, that ascribe to the rubric of musique orientale, a general term 
descriptive of the compositional ethnic melange, meaning Greek and 
Turkish elements filtered through Romanian ethos. A factor that con¬ 
tributed to the popularity of Greek-Turkish songs on Turkish melodies 
was definitely the dissemination of Karamanh musical culture into the 
Romanian countries. So far, the Karamanh publications of Evterpi 
(1830), Pandora (tome 1, 1843 and tome 2, 1846), Armonia (1848) circu¬ 
lated in Romanian cities. The fascicules were available to court's lower offi¬ 
cials trained in Byzantine notes and also to church singers. Over and 
beyond, the repertory of songs spread both through the Karamanh publica¬ 
tions printed with Chrysanthos' reformed notation, and the hand copies 
made by diligent monks after printed sheets. Circulating far away from the 
religious communities, the manuscripts of popular cantece de lume passed 
from hand to hand, reproduced in multiple copies. 

A case in point is proved by a hand copy of Evterpi, published in 1830, 
located in the Library of Romanian Academy (BAR). The copy is dated 1864 
and the copyist, also the notator, is a Romanian church cantor named 
Georgie loan. The first part of the collection is a mesmai (Greek corrupt 
term for mecmua ) with many Turkish songs and few Greek songs, the sec¬ 
ond part of which contains a mixture of Greek, Hellenic and Ottoman lyrics 
adapted to Turkish secular melodies, ending with four Romanian songs 
[tragoudia vlachika ) composed in Romanian by Vasili Vizantios and 
Grigorios Protopsaltis on Turkish bayati/sofyan, pargah/duyek, 
hicaz/sojyan and mahur/sojyan (BAR Greek ms. 370). 

Investigating further the issue of the beste in nipaburek the byzantinol- 
ogist Gheorghe Ciobanu published the transcription of the piece made 
direct ly from the Pandora tome 1, 1843. Comparing the transcriptions pro¬ 
duced by Tsimoulis and Ciobanu, we notice that the former's rendition is 
almost identical with Burada’s version that came from the Turkish version. 
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As for Ciobanu's transcription, this was obviously made after the alleged 
Greek version and, as such, is closer to Anton Pann's adaptation of the song 
that will be discussed in the forthcoming passage. (Fig. 20) 

Pursuing the trail of Cantemir's problematic beste s published by 
Burada at the beginning of the 20th century, Gheorghe Ciobanu investi¬ 
gated the Greek musical writings preserved in the Library of the 
Romanian Academy and discovered in the Greek ms. 784 (BAR) a num¬ 
ber of poems and lyrical songs created by Archon Postelnik Georgios 
Soutzos with music written by Nikephoros of Chios, Archdeacon of 
Antioch (1974: 154-170). Amongst those there is the love song Ti 
qeydXri au|ucpopd in nipaburek/sofyan, notated in old Byzantine script. 
(Fig. 21) 

Obviously, the song is a variant of the beste in nipaburek/muhammes 
attributed to Cantemir. The Greek words and notes are identical with beste 
in nigaburek included in the anthology, Melpomene, from Vatopedi. Yet, the 
usul is sofyan, a lighter metric form with ternary division suitable for vocal 
music. We observe that the notations in both sources are in traditional 
Byzantine script. Though the manuscripts are not dated, the usage of the 
old notational system suggests that both versions originated before or 
around the Chrysanthos reform of 1814, yet not later than 1820. 
Scrutinizing the notations, we conclude that we have two copies of the same 
version showing slight discrepancies in terms of authors' identity. No 
doubt, Georgios Soutzos was a family relative of Voivode Mihai Soutzou 
who ruled for three times in Wallachia between 1783 and 1801. Likely, 
Georgios Soutzos had served as dragoman at the Ottoman Porte before 
assuming the rank of Postelnik at the former's court. Nikephoros is named 
Kantouniaris in Melpomene, while in the Romanian manuscript he is an 
ecclesiastic originary from Chios. 

In the succeeding years, the song T! qeydXri o-upxpopd continued to 
spread in the Romanian Principalities. We find a parallel Romanian love 
song created by the popular poet and composer Anton Pann, included in his 
collection Cantece de lume (Secular Songs) printed after 1830 (Ciobanu 
1955). The song in question is Vai ce ceas, ce zi, ce jale! (What a fate and day 
and sorrow!), a version clearly derived from Ti |ueydXr) aup^opd. Anton 
Pann himself acknowledges adapting the song after the quoted Greek song. 
The exuberant verses are in Anacreontic style and the melodic structure 
displays an elaborate development of the original Greek-Turkish song. We 
notice the thematic interrelationship between the two versions, equally 


46 



present in the modal construction and ornamentation of the melodic con¬ 
tour. The originary Greek version laments, in a melodramatic manner, the 
poet's suffering for his lost love, while the Turkish lyrics, reproduced in 
Burada, express a gentle romantic feeling depicting the charms of a playful, 
enchanting young woman. Anton Pann's Romanian song reflects the pro¬ 
found desperation of love lost (Ciobanu, 1974: 154-164). 

Coming to the end of this lengthy discussion on the beste in ni$aburek 
that was falsely attributed to Cantemir, we conclude that the song in ques¬ 
tion traveled through time and space in Turkish-Greek-Romanian versions, 
preserving some outlasting characteristics. The mode and the text stayed 
the same, the melodic evolution diversified in variations and the rhythm 
pattern changed. 

Researching on library materials, the byzantinologist Adriana Ababi 
Sirli has discovered in the Library of Romanian Academy, in the same Greek 
ms. 784 (BAR), another doubtful piece attributed to Cantemir, recorded as 
beste by Beyzade Dimitraki in sazkar. The words express the distress of an 
abandoned lover who bewails his lost love on a lonely island in sentimental 
neo-Greek style. The music is made up of two melody lines corresponding 
to the verse lines. The range of the melody is of one octave and a fifth (from 
G to d') with tonal centers on E and final descending cadence figure. The 
structure exhibits restraint between construct and light ornamentation. I 
am thankful to Ms. Sirli for allowing me to include her transcription here 
below. (Fig. 22) 

The choice of the compound mode sazkar seems disconcerting, since it 
was not one favored by Cantemir. Yet, Udcu $amli Selim had printed a 
peprev by Cantemir in sazkar/havi, absent in the original manuscript 
(Sazende 23: 10-11). Eventually, the piece was reprinted in Turk Musikisi 
Klasikleri (TMK 1, 1972: 1-3), and was reproduced in Popescu-Judetz 
(1973: 379-381 & 1999: 204-205). Besides, there is no structural affinity 
between the mentioned peprev and the apocryphal beste discussed above. 
Most certainly, the peprev originated in oral tradition and circulated 
through the channel of live repertory or Hamparsum notes to end up in 
Sazende 23, as Kantimirzade'nin sazkar pe$revi. As for beste in sazkar, this is 
another spurious Cantemir piece linked to the Turkish-Greek music that 
was fashionable across the 18th-century urban scene. (Fig. 23) 

A controversial discussion on the problem of Cantemir authenticity 
concerns Air des Derviches published by the French ambassador Charles 
de Ferriol in his illustrated album Receuil de cent estampes (1714). The 
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title or the ana is fully spelled L air sur lequel tournent ies JJerviches de 
Pera note par le Sieur Chabert qui etait avec Mr. de Ferriol et qui en a com¬ 
pose le Basse . 

A different reference to the same aria comes from Franz Joseph 
Sulzer who was acquainted with the state of cultural affairs in the 
Danubian Principalities. In Geschichte des transalpinischen Daciens he 
included Aria of Dervishes in the same graphic form as In Chabert, yet 
without accompaniment. Sulzer asserts the Aria was popular In the 
Romanian Countries and, above all, was currently performed in the 
princely palace In Bucharest. He utterly admits “this was the music to the 
Dervishes' dance the way It is performed at the court of Wallachian 
rulers by the pavupes and the Princess' handmaids" (vol. 2, 1781: 453). 
Neither Ferriol nor Sulzer associated the Aria with Cantemlr's name and 
authorship. (Fig. 24) 

Chabert's transcription with accompaniment is harmonized for two 
hands on harpsichord. It shows an agir semai with time signature 6/4, 
followed by a brief yuriik semai section notated in 3/4 and a final section 
again In 6/4. The tonal range Is of approximately one octave A - a, pro¬ 
jecting an undulating contour on convoluted descending thirds. The 
expressive indications loure and gay are terms analogous to agir and 
yiiruk . The notation renders the Aria in Western style arrangement, as 
accurate as possible to the original. Without any doubt, Air des Derviches, 
notated by Chabert reproduces a fragment of Selam III from Ayin-i §erif 
in pargdh with a rhythmic pattern of devr-i kebir, composed by the ven¬ 
erable ^eyh Nayl Osman Dede, a contemporary of Cantemir. At that date, 
Osman Dede was the $eyh of the Mevlevi settlement in Galata. For com¬ 
parison, we include here the first part of Selam III from Osman Dede's 
coinDosItlon. fFie. 251 



















in his book: les airs turcs de Cantimir et la musique fut ecrite en notes 
europeennes, avec des rems [rhymes] et des mesures justes, qu'on trouve 
dans Fancien livre de la litterature des turcs et dans celui de M. Ferriol 
ambassadeur de France a la Porte. Toderini notes that he learned all that 
from the experts in the art of music he had consulted for several times. 
Evidently, he refers to Ferriors Recueil de cent estampes and to an 
unidentified ancient book on Turkish literature (1789: 218-220). 

Burada took from Toderini the idea that A/r des Derviches had been 
composed by Cantemir and concluded without hesitation his study as 
the following: 

Examining the book by Mr. Ferriol, Receuil de cent estampes, published 
in Paris, in 1714, of which Toderini stated that it contained Turkish arias 
composed by Cantemir printed with European notes, we have found a 
piece entitled Chant des Derviches. Although it is not mentioned the song 
was composed by Cantemir, however, in face of Toderini's affirmation 
that Cantemir's works had been printed with European notation, we can¬ 
not say otherwise but, to concede, that the above-mentioned Chant des 
Derviches was composed by Cantemir. (Burada, 1911: 8.) 

Burada's peremptory statement has been taken tale quale by other 
Romanian music historians who included this piece in the inventory of 
Cantemirian compositions. A convincing argument against the attribu¬ 
tion of the Mevlevi music to Cantemir lies in the fact that he had not com¬ 
posed religious songs. Most certainly, he was acquainted with the 
Mevlevi establishment in Galata and had appreciated their music and 
dancing ritual, and possibly met the eminent musician and composer 
$eyh Nayi Osman Dede, honored with the supreme title Kutb-i Nayi, who 
also invented a comparable alphabetical notation. Speaking of their Sufi 
congregation, Cantemir described the Mevlevi dervishes performing their 
ceremony at the sound of the ney, listening motionless to the celestial voice 
with bowed heads and eyes closed, then pacing the supernal astral space 
whirling faster and faster in a state of trance. Nonetheless, there is no evi¬ 
dence in his writings to suggest the Prince ever so had been preoccupied 
with Mevlevi ritual music beyond scholarly curiosity. His philosophical 
thought had a positivist orientation and in the years he spent in Istanbul, he 
remained a disengaged observer to the musical activities of dervish orders. 
After scrutinizing once more all hypothetical speculations, we conclude that 
Aria of Dervishes is definitely a spurious piece. 
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All considerations aside, it is widely accepted that of all Sufi groups set¬ 
tled in the Ottoman Empire, the Mevlevi order was the most urbanized and 
culturally sophisticated Ottoman brotherhood. Their poetic imagery and 
visual figuration amazed the onlookers along with their stylized ceremony 
mixing refined vocal-instrumental music, dancing and dazzling costuming. 
The ritual's unique spectacle was a picturesque scene of Ottoman civiliza¬ 
tion, frequently evoked by foreign envoys and travelers in their diaries. 

From the beginning of the 18th century, the new trend of orientaliza- 
tion was already making its influential mark on the Western life styles and 
cultural setting. The phenomenon was witnessed by the sound of Turkish 
Janissary music in Western operatic music and the visible influence of tur- 
queries novelty in colorful styles of fashion and visual arts. Western artists 
began to create a style of painting inspired by Middle East's picturesque 
scenes and Ottoman colorful characters that will become the emblem of ori¬ 
entalism. Crossing cultural borders, Cantemir was viewed as the foremost 
exponent of the bicultural mixture of Western philosophical ideas and 
Turkish exoticism. Beyond this, his prestige as a composer and musician 
was so highly admired in the Western world and Ottoman society, that the 
music historians were inclined to attribute him doubtful pieces to vow 
respect for his name and reputation. 

Exploring on this line of thought, the Romanian musicologist George 
Breazul sought to discover comparable Turkish melodic figures in Western 
opera arias and the collections of Romanian cantece de lume. It is common¬ 
ly agreed that Mozart employed Turkish motifs for Die Entfuhrung aus dem 
Serail/Abduction from the Seraglio (1782). Several numbers in Mozart's 
opera are unequivocally indebted to Gluck's Singspiel Die Pilger von Mekka 
(originally Gluck's French opera buffa, La rencontre imprevue), first pre¬ 
sented in 1764. The resemblances are not only in the style of instrumenta¬ 
tion, but also in terms of form. 

Breazul went further in his research and paralleled certain melodic fig¬ 
ures from the Entfuhrung Janissary music and other operas by Mozart to 
the themes of two of Cantemir compositions published by Burada, peprev in 
isfahan-i cedid and peprev in uppak. Furthermore, he identified the same 
melodic theme in the popular parki in rast/aksak entitled Hip bulunmaz 
boyle dilbaz, by $akir Aga published by Rauf Yekta (1986: 97). Finally, 
Breazul found the quoted melodic figures in certain eclectic song collec¬ 
tions from the first half of the 19th century, in Francois Rouschitzky's 
anthology of dances and songs, named Musique orientale, the theatrical col- 
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lection of Hore by Francisc Caudella, and in Anton Pann's Cantece de lume 
volumes of urban songs. His comparative analysis proved the far-reaching 
circulation of Turkish melodic modes and figures in a period when orien- 
talization corresponded to an incontestable cultural reality (1957: 110- 
124). 

As we have demonstrated in the foregoing sections of this essay, the 
categorization of Cantemir compositions reflects the tensions between 
authenticity and attribution. The prestige of his authorship preceded him 
and contributed to the transmission of genuine compositions and variants 
together with doubtful and spurious pieces. His compositional style insti¬ 
tuted a model that was imitated by musicians prone to re-create his com¬ 
positions and to absorb them in the traditional repertory. Music practition¬ 
ers continued to play the inherited original pieces, re-created variants or 
fashioned newly attributed compositions that were, in time, recognized as 
Kartemirogliii creations. 

In the present day, the main source of Cantemir repertory is reserved 
to written and printed materials. The performers of Ottoman art music 
resort to the compositions already fixed in time, having no desire to invent 
in the style of Cantemir, and are less inclined to create, with their own imag¬ 
ination, variations to the written scores. Moving on the way of artistic 
progress, the modernized ensembles of Ottoman art music present, in con¬ 
cert, sophisticated arrangements and instrumentation techniques that 
embrace a spectrum of innovative ideas. The performances of Ottoman 
music strive to achieve a stylized concept of traditional chamber music in 
analogy to baroque music and to adapt the principles of modern orchestra¬ 
tion to fundamental Turkish tonal concepts. Surely, the concert programs 
include Kantemiroglu music. 






Fig. 1. Air de Cantimir (Neubauer-Fonton, pp. 137-138). 
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Fig. 2. Facsimile of Kantemiroglu peprev in bestenigar/berefean [Nota Mecmuasi : p.145). 
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Fig. 3. Transcription of Kantemiroglu pe$rev in bestenigar/berefean 

(Popescu-Judetz, 1999, pp. 112-113). 
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e?rev and semai in rast/diiyek by Kant 
(Mahzen-i Esrar, 1895, pp. 5-9). 
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Fig. 5. Facsimile of peprev in nihavend/devr-i kebir by Kantimiroglu from Kevseri. 
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Fig. 6. Notations of peprev in nihavend/devr-i kebir 
(Surelsan, 1975, pp. 95-101) 
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Fig. 7. Pe$rev in nihavend-i kebir by Musahib Seyyid Ahmed Aga [Vardakosta] 

[Dariilelhan Kulliyati, no. 104). 
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Fig. 8. Facsimile of peprev in sultani irak/devr-i kehir 
(Nota Mecmuasi, pp. 152-153). 
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Fig. 9. Kantemiroglu'nun Sultani Irak makaminda Peprevi to Hafiz 
Abdurrahim §eyda Dede's Ayin-i §erif (IKN 9,1934, no. 239, pp. 433-434). 
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Fig. 10. Kantimirzade'nin irak pe$revi/devr-i kebir 
[Sazende 1926: 102-104). 


























































































































































































































































































































































































Fig. 11. Saz semai in irak 
( Sazende , 1926, p. 105). 
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Fig. 13. Saz semai in penpgah by Kantimirzade 

[Sazende 20). 
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Fig. 14. Huzzam Kanto. 
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Fig. 15. Karcigar $arki. 
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Fig. 16. £este in nihavend/aksak semai (Burada, 1911, pp. 31-33}. 
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Fig. 17. Beste in ni§aburek/muhammes 
(Burada, 1911, pp. 33-36). 
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Fig. 18. Facsimile of feeste in nipaburek from Melpomene 

(Tsiamoulis, 1998, p. 21). 
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Fig. 19. Transcriptions of beste in ni$aburek and yuriik semai 
(Tsiamoulis, 1998, pp. 156-158). 
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Tl fxeyaAy] aupupopa, ri 7j(xepa ? ti oiSrjaeu;, 

IX ports i tcloc vex [j^ O'piQVT] xal a vqctoAtj xal SoasxT 


PslAou, psiAoo, j3ai PslAou 


Outs sAru^a uOts } ovr'eArd^a) v ? avaaavoa 
EiV to tSiO oa Aappto, tvg)<; dpdrrrjv Q'oeAsvx&v co 
Bai pslAou, Pal pslAou * . . 


Aev TcAlovsl pua rcATjyY] xal ttjv SiaSeyOVTa aAAatp 
Kal aav ruaucro.ov Ot puxaic;, apyivouv oi tug pisyaXaig 
Bai PelAou, Pal PslAou , , . 

Aev T)^epa> ti SyjXol, sU to ysipQv va rcpopaivoi 
Elvai xi £ aAAa SooTOysi^ pia |yo5 xou^ urcsppatvo) 

Bai pslAou, pal PslAou . . . 


Fig. 20. Tl peyaXg aupcpopa. Transcription with lyrics by Ciobanu from Pandora tome 

1, 1843 (Ciobanu, 1974, pp. 160-163). 
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Fig. 22. Beste in sazkar by Beyzade Dimitraki [Cantemir] 
transcribed by Adriana Ababi Sirli (BAR Greek ms. 784). 


91 
















































































































































































































































m _ 

l ft jr 


aT 4 

f.. ^ * - . a A ^ 

^ V^/ * .. 

& r 9 ~*r 

m-=—i 


I ^TTT i • 


vu I r L-. * 

- -fcL; 1 / 

i- r / 1 

-/te- 



M -an- £4*+-*-* 

- a —- 3KhP 

— 1 ,.—, I 1 

m - -....... ■ 

JC .-- 

—--(*-s*- 5 -- -^-3- ;-ft 

— a -f.-. ■ — 

—*—*-—* —ft- 

^f=^±3 

-w-r-t- 


nr~3 

“■—0- ... - fci.4 

— U -l 

t 

%■ 

— AJtt —:_:___ 

_ A. _ft_A_ ft A _ A ft ~ 


--4M 



A* • 1 \ 



* ft 


y i 

tM 1 

Jt • ft (•• ; 

' pi 

(L 


——P L -P- J — 

-J- ^ 

n 



«-*-ft^-ft——a - 

- SL -- f~ 

+ 0 P 

ft ?-1-p-[#-T- 

: z== 

# g 


fr ~fr. #. 


* 

ft 1“ 


ft jft- * 

-^=^1 

ft -ft.- 

-r*~ 

-ft- 

tz^. 


rf 


■"jUt 

f^i* 

teu 

#= 

7^ 

-1*-ft—i*- ft- 

bt 


—i 

< 

4 ^f 


:. Jt.... 

i' 

*r 1 

A 

=#= 

#=t=tt 

i= =y= 

T-yp- / 


-e 




]~V; | 


£&f^ 






=?y= 




7 ^ 

gr**::! . 



- -g—&. --- 

n— i®* —a—»-a— 










—- 

/Bf-»■-?-r 



/ « ^ 

ri r ^ 


* w- .^ m 


-tA S* r ♦ # 


^ 7^^ r r.t9 r 


v> v 


■ KtmX . 

-1 


F^PT 1 




-m- --==-1 

rX v 0 •-•-. • 

. ■ # 

z= fr^&~ F T 

4 w 

■■■ft ■^■->-(f t| 


W M7 j 

f±: ^ 


t ^11 


Fig. 23. Cantemir's attributed pe$rev in sazkar titled 
Kantimirzade'nin sazkar peprevi (Sazende 23: 10-11]. 






















































































































































































































































































































































































Air sur lequel tournent les Derviches de Per 



Fig. 24. Air des Derviches (Ferriol, Recueil de cent estampes, 1714). 
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Fig. 25. First Part of Selam III in gargah/devr-i kebir by Nayi Osman Dede 

(Heper, 1974, pp. 88-92). 



























































ESSAY 3 


A MUSICAL RIDDLE AND THE SONG 
COLLECTION FROM HASAN 
TALAT BEY'S LIBRARY 

In the fall of 2001, at the end of my sojourn in Istanbul, I was pre¬ 
pared to leave when I met the distinguished academic and writer Dr. 
Zeynep Sozen. She just had published the historical narrative Fenerli 
Beyler. We came together at a cafe, in Bebek, overviewing the panorama 
of the Bosporus, had coffee admiring the enveloping blue sight and 
enjoyed amiable conversation in company of common friends. It was the 
beginning of an admirable friendship we kept on entertaining in the suc¬ 
ceeding years through email conversations. Her earnest interest in the 
Phanariote Princes, rulers of the Danubian Principalities, impressed me 
greatly. Beyond this, we shared a compelling curiosity for Prince 
Dimitrie Cantemir's works and complex personality. In fact, Cantemir ; s 
bond brought us together, tied us fast with an ironclad knot and let us 
not go astray since. In 2007, Zeynep Sozen published her successful 
novel Tekboynuz - Kara Bogdan Voyvodasi Dimitri Kantemir, and we met 
again in Bebek. 

After tracing Cantemir's footprints in Istanbul for many years, I still 
looked for discovering the bestes printed on postcards from the collec¬ 
tion of Hasan Talat Bey of Bebek. Needless to ascertain over again, my 
efforts proved of no avail. But, against all odds, a glimpse of hope was 
beaconing now and then signals in my mind. To my surprise, Zeynep 
revealed to me that her house in Bebek where she actually lives with her 
husband, the graphic artist Giirol Sozen, was built on Hasan Talat Bey's 
estate. She briefly explained her relation to Talat family and invited me 
to visit her home in Bebek and view the estate. I was delighted and 
looked forward to an enchanting encounter in the Bosporus area. 
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Coincidentally, my Romanian writer friend Victoria Dragu Dimitriu hap¬ 
pened to come to Istanbul to spend vacation time together, so we went 
to Bebek to visit Zeynep's home and the site of her family memories. We 
enjoyed our literary encounter on an autumnal afternoon, listened to the 
whispering Bosporus breeze, walked around the garden and indulged in 
having tea and delightful chatting till late at night What a blissful time 
we passed under the illuminant cerulean sky! 

The house owned by Zeynep Sozen is perched on a steep hilltop on 
Ehram Yoku$u casting a roundabout panorama over the inhabited slopes 
and the embracing vegetation. The history of the property goes back to 
Hafiz Vehbi Efendi, owner and founder of the Maritime Company $irket~ 
i Hayriye, and Director General for many years. He was a remarkable 
man of wealth, highly respected for his charter ship business. Vehbi Bey 
lived with his family in an imposing mansion built in neoclassical style in 
Bebek, known as Aslanh Konak from the marble lions guarding the 
entrance. Hasan Talat Bey of Bebek was his business partner. Talat Bey 
was bom In 1873 in Kemah, central Anatolia, climbed the higher ladder 
of social and professional achievement and attained an outstanding rep¬ 
utation In ship business as manager of the family maritime company. He 
married Hafiz Vehbi Bey's daughter Hayriye and lived afterwards with 
his spouse in the Aslanh Konak family mansion. They had two sons, Refik 
Talat and Tevfik Talat, and two daughters, Dirayet and Miirvet. 

The estate owners commissioned the famous French architect 
Antoine Vallaury to build a chalet house on the edge of Ehram Yokupu at 
a short distance from the mansion. The wood summerhouse was 
designed in neo-Turkish style and they named it “Vallaury Kiosk". 
Remarkably, Vallaury was a promoter of the Turkish revivalism that 
took place at the fin de siecle combining heaux-arts design with elements 
taken from local architecture, and had designed in Istanbul several 
grand public edifices in neoclassical style like Banque Ottomane, Public 
Debt Administration Building and the Archeological Museum. 
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Aslanli Konak. Photo courtesy of Mr. Ibrahim Yilmaz. 



Vallaury Kiosk 
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Above all, Hasan Talat Bey was a magnanimous notable and 
mnoisseur, collector of music and patron of musicians. He u 
'ganize weekly music soirees in his home, inviting composers and 
ans to make music together and interact in delightful convei 
)out poetry and music. There, in the lofty salon of the manor 
ithered frequently the music makers, creators and interpreters < 

Igic songs, to perform their tunes in the midst of keen music love 
ok pleasure in every note of the performers' singing and p 
nongst the habitues to the music gatherings were RaufYekta, Ha 
mburi Cemil Bey and his brother Tanburi Ahmed, Tanburi Ziihc 
evres, the song composer Rahmi Bey, Kanuni Re§ad Bey, Zek 
afiz Ahmed Efendi and Doktor Suphi. Hasan Talat used to gi 
guests attending the meetings personal souvenirs of the musical events. 
These were tablets with music written in his own hand on paperboard, 
illustrated with postcards of Istanbul. 

After the death of his wife Hayriye, Hasan Talat Bey proposed mar¬ 
riage through matchmakers to Pakize, a rich gentlewoman admired for 
her beauty, who lived in a luxurious manor in Arnavutkoy. Lady Pakize 
as of Circassian descent originary from Manyas, a Circassian settle- 
ent near Bandirma in western Anatolia. She had also two younger sis- 
rs, §eref and Samiye Ceren, mother of Zeynep Sozen. Thence, ~ 
as Zeynep's elder aunt Hasan Talat and Pakize had one son 
pman who got married and had also a son named Refik Talat A 
id a daughter Oya Alpman. Refik Talat Alpman moved to Man 
art a business In cattle ranching, but after a vagary twist of fc 
turned home to Bebek and finally moved to Beykoz. He Is ver 
usic and plays amateur violin. 

Pakize's younger sister §eref came from Manyas to stay wl 
der sister at Aslanli Konak mansion. Refik Talat, son of Hasan Tal 
11 In love with $eref and they eventually got married. They had n 
’en. Seref was the vouneer aunt of Zevneo Sozen. After the de 





























public recognition was Refik Talat, son of Hasan Talat Bey, musician and 
composer of professional reputation. In Yilmaz Oztuna's Encyclopedia, 
he is entered as Bebekli Hasan Refik Talat (1894-1947), “composer and 
ud virtuoso," author of many saz semais, deeply influenced by Western 
music. Besides, Oztuna records another Manyasizade Refik Bey (1854- 
1909), a prestigious jurist, politician, and amateur musician, yet no rela¬ 
tion to Talat family. Other brief note in Istanbul Ansiklopedisi, written by 
Cahit Kayra, described the grand architecture of Aslanli Yah and the 
charming Vallaury Kiosk perched on the slope covered with trees, but 
identified haphazardly the family members. Since the family relationships 
seemed utterly confusing, I attempted to clarify the data in the foregoing 
passage. 

Refik Talat Bey, son of Hasan Talat, went to the French school Saint 
Gabriel in Pera and then attended the imperial lyceum Galata Sarayi. He 
took his first lessons in tanbur playing from Tanburi Ziihdii Bey, studied 
kanun with Haci Arif and finally mastered the techniques of the ud from 
Udi Nevres. Refik Talat became a masterful ud virtuoso, had a beautiful 
voice, practiced singing and playing in frequent sessions with Rauf Yekta, 
the Mevlevi $eyh Hiiseyin Efendi and Hafiz Ahmed Efendi. He began to 
teach at the Istanbul Conservatory, then known as Darulelhan, and at the 
same time, he managed the maritime family business after his father's 
passing. When the company business declined and they could no longer 
afford the lavish life styles as in the past, the Talat Brothers moved into 
the Vallaury Kiosk and lived there in serene tranquillity. 

Refik Talat formally, called Hasan Refik Bey, made the new home his 
private music academy. For the consecutive years, he taught dedicated 
students, some made a professional career in music, others remained 
enthusiast amateur musicians. Devoting his life entirely to performing 
and teaching music, he created in his school an artistic environment suit¬ 
able to exultant enjoyment and effervescent inspiration shared in com¬ 
mon by his loyal pupils and fans. His appealing personality exuded a flair 
for the theatrical and a flamboyant taste for entertainment. 
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Refik Talat playing the ud. 
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Refik Talat with his wife §eref in the garden. 
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Refik Talat in traditional Circassian garb. 
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§eref, Refik and her sister Samiye strolling in town. 
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On that late October afternoon in 2007, when I visited the Bebek 
estate, I stood on the balcony of Zeynep's house and admired the sun set¬ 
ting down through gilded dust on the foliage carpet covering the garden. 
There was no sign evoking the splendid past The marble lions were no 
longer at their guarding post and the romantic Vallaury Kiosk had van¬ 
ished into the mists of time. In the late 1970s, a modern apartment build¬ 
ing appropriately named “Alpman Apartmam” had been built on the fam¬ 
ily property. 

Inevitably, Hasan Talat music collection had been dislocated from the 
original surroundings and had dispersed, in passing, into the hands of the 
descendants. I was still wondering if it were possible after so many years 
to retrace the location of the Cantemir postcards amidst family heirlooms. 
My friend Zeynep Sozen engaged Mr. Talat Alpman's benevolent assis¬ 
tance in the search for the long lost Kantemiroglu postcards. Mr. Talat 
responded kindly, extending his generous help and carefully sought for 
music documents throughout the family papers. After a thorough search, 
he found some tablets with music assumedly written In the hand of Hasan 
Talat Bey and an attached list of compositions also written on tablets. I am 
profoundly grateful to Mr. Talat for making accessible to me the discov¬ 
ered materials and graciously allowing me to publish some unique exam¬ 
ples that had survived to the present day. 

There are two kinds of tablets ( tableaux ) in the findings. First group 
comprises the itemized lists of contents (no 1-114), second group holds 
four written individual compositions decorated with photographs. All 
tablets are of sturdy paperboard, cut rectangular with the dimensions of 
about 20 cm. high and 45 cm. wide, framed with a slim decorative border. 
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Listing tablet no. 1-22. 



















The listings bear the printed heading in French: Listes des morceaux 
dassiques orientaux sur cartes postales. The inventory of pieces is written 
on columns indicating numero, mode , mesure, compositeur on the left side 
in transliteration and the corresponding titles in Ottoman Turkish on the 
right side in black ink Ulterior additions and corrections are made in red 
ink Some of the listing tablets have, inscribed in decorative oval medal¬ 
lions, the names and addresses of printers and providers: Au Grand 
Marche Magasin Universel in Beyoglu , Eghia Efendi at Uzun £ar$iba$i, 
Librairie Internationale 'Otto HeiY Grande rue de Pera, Sotiri Christides Cite 
de Pera , and $amh iskender Tevfik Biraderler at Sultan Bayezid. 

The tablets with written music hold the notations of musical compo¬ 
sitions with the words written in Ottoman Turkish, the inventory number 
and the printed seal of'Hasan Refik on the side. The music is placed in the 
center, surrounded by photos of sites of Istanbul The design of each 
tableau is unique, completed with different photographs placed In circu¬ 
lar medallions or rectangular frames. The postcards certainly Identify the 
works of the Swedish photographer Guillaume Berggren (1835-1920) 
who spent much of his career in Turkey, established his studio In Pera, 
and took photos of sites and palaces of Istanbul from 1880 onwards. The 
photographs draw a narrative background to the songs that had likely res¬ 
onated dally against the hustling and bustling of people crossing the 
Galata Bridge and had reverberated the murmur of the sea. 

The melody labeled no.7 is §arki in $evk-i tarab, usul sojyan by Hasan 
Refik Bey. The music is flanked by circular medallions and rectangular 
frames showing people hastily walking in town, camels carrying heavy 
burdens through streets, orta oyunu performers and big passenger steam¬ 
ers traveling on the Bosporus straits. 
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?arki in $evk-i tarab/usul sofyan by Hasan Refik Bey. 
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Naki?sengin semai by Dede Efendi (Hammamizade Ismail Dede Efendi) 

in ferahfeza/agir semai. 









































The semai in hilseyni-ayiran by Musahib Haci Sadullah Aga (18th c.) is 
illustrated with the well-known iconic picture of the Yeni Camii and the 
buzzing surroundings on everyday rush hour. Gentlemen wearing fez and 
modish coats are seen walking hurriedly beside loaded hamals across the 
wooden pavement of Galata Bridge in bright sunshine. 



Semai in huseyni-a^iran by Musahib Haci Sadullah Aga. 
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Listing with two pieces by Kantemiroglu at no. 57 and 58. 
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Beste in nihavend/aksak semai by Kantemiroglu with the lyrics written on back side. 







































































































































































































































































































































We have the history of the two songs attributed to Kantemiroglu that 
were collected by Teodor T. Burada from Hasan Talat Bey, one in 
nihavend , the other in ni$aburek. Checking the tablet notations, we notice 
that the textual and musical content of the piece in aksak semai is identi¬ 
cal with Cantemir's beste in nihavend/aksak semai published by Burada 
(1911: 31-33). The mode substitution is not surprising, since basically 
nipaburek is a transposition of nihavend, and perhaps was preferred for 
easy memorization. 

At no. 58 of the inventory listing, we find entered the beste in nipabu- 
rek/muhammes . This was the second song attributed to Cantemir that 
Hasan Talat Bey had in his possession and gave it to Burada who pub¬ 
lished it, as well in his monograph (1911: 33-36). Nonetheless, the notat¬ 
ed piece in nipaburek is presently missing from the family collection. 
Endeavoring to elucidate the dilemma, Mr. Talat explained that he was 
aware of the beste in nipaburek/muhammes, for the piece had been 
safekept along with the family papers, but unfortunately went lost when 
he changed residences moving to several places. 

We note that the substitution error, namely nipaburek replacing 

nihavend is of the same concern with that we have previously observed in 

Essay 2 regarding Kantemiroglu's ni$aburek/agir semai discovered by 
■ ■ » 

Etem R. Ungor in the archives of Istanbul Belediyesi Konservatuvari. We 
presume that the confusion developed in the intricate process of oral cir¬ 
culation, and the ensuing written records have accepted it without modi¬ 
fication. Nonetheless, the presence of the original beste in nihavend/aksak 
semai amidst the saved tablets, under erroneous title, confirms Burada's 
statement he obtained the two bestes from Hasan Talat Bey who had col¬ 
lected the music from contemporaneous Turkish musicians. Evidently, by 
the 20th century, the bestes were already known to oral tradition and 
practitioners as, assumedly, authored by Cantemir and these came to 
Burada not from £amh Selim collection as some historians thought, but 
from the private collection of Hasan Talat Bey's tablets with written music 
and photographs. Marvellous news indeed! The riddle of “Kantemiroglu 
songs on postcards" was resolved at last. 

Continuing to visit Zeynep's house, I was staring at the family heir¬ 
looms displayed around the rooms on walls and furniture. Suddenly I 
noticed, on a coffee table, a song collection from Hasan Talat Bey's 
library, containing a rich selection of songs authored by numerous com¬ 
posers. 
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The book is a Mecmua comprised of about 350 pages, bound in brown 
leather, neatly written in black and red ink on aharli paper with random 
pagination and some inserted blank pages. Few pages are partially torn 
and water stained. The calligraphy varies, yet the prominent scripts are 
variations of nesih with pikeste elements, nesih kirmasi and careless talik. 
The verses are written on two columns upon diagonal lines without any 
interior border or randomly aligned, spaced in-between by titles and syl¬ 
labic refrains written in red ink. In contrast, a small section of pages, prob¬ 
ably added later to the volume, have a rigorous arrangement. These show 
a clear design with red double-line framework and line divisions between 
columns, written in formal ince nesih. 

The volume includes the lyrics of a multitude of beste, semai, kar, naki$, 
nakip semai, parki pieces bearing the names of composers wherever avail¬ 
able. The beste type pieces make up the vast majority of instances followed 
in frequency by semai, naki$, kar, naki$ semai and park semai examples. 
There is a gazel ascribed to Ne§et Efendi and a series of taksim couplets 
included in a section without proper identification. 

There are also congratulatory and exhortatory beste s and kars labeled 
sihatname, ferakname and nasihatname. Few pieces hold versification 
specifics and stylistic characteristics such as nazire, murassa and miistezat. 
The latter technical term miistezat is added to those beste s or semais that 
have an inserted supplementary line between beyt verses. Now and then 
the epithet hairnet is added to a type of grand composition as beste-i 
hairnet, semai-i hairnet, naki$-i hairnet or even $arki-i hairnet. Likewise the 
same attribute may be ascribed to Hairnet Efendi or Hapmetlu Efendi to 
designate a composer of higher rank, connected to a ceremonial position, 
often identified with the Mehterbapi. 

The materials are vaguely organized in order of fasils. The way the seg¬ 
ments are put together in the volume suggests the song collection was a 
work completed progressively by several hands. On the bottom of a page, 
enumerating the attributes needed to reach spiritual perfection, is 
inscribed temam 1097/1686, a date referring only to this list written by a 
particular copyist. The possessor's signature placed on a different page on 
the margin reads sahib-i kitab el-fakir es-Seyyid Dervi$ Abdiirrahim next to 
the date inscription fi 25 Muharrem 1126/1714. Since we have no knowl¬ 
edge of the possessor's real identity, we are unable to advance further sup¬ 
positions. But we can assert that the inscription only corroborates the 
identity of the early book possessor, not the date of work completion. 
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The Fihrist lists the following/asz/s: rast, rehavi, penpgah, nikriz, Isfa¬ 
han, neva, bayati, uppak, niihiift, acem, acem-apiran, nihavend, arazbar, 
gerdaniye, babatahir, saba, pargah, dilgdh, buselik, buselik-apiran, hisar , 
hicaz, uzzal, pehnaz, muhayyer, muhayyer-siinbiile, muh ay ye r-b useli k, 
irak, segdh, bestenigdr, rahatiilervah, evip, biiziirk ma hiizzam, sazkdr. 

In addition to the basic list, other makams are added throughout the 
text: suzidilara, neveser, suzinak, pesendide, biizurk, nevruz, tahir, nevruz- 
acem, kilrdi, zemzeme, necd-i huseyni, hiiseyni-apiran, mahur, nipabur, 
huzi, hilmayun, araban, zirgiile, muhalifirak, sultani irak, dilkep, milstear, 
hiizzam, maye, kupek, suzinak, irak, sultani irak, huzi, mils tear, hiizzam, 
dilkep, hilmayun, neveser, evip, kupek, babatahir, hicaz. 

We notice, however, that there is no strict observance of fasil and 
makam names inscribed at the beginning of a new sequence of songs. In 
some instances a specific makam is entered in an opening beyt, while in 
others the name is hidden or written at random in a contingent spot or 
Is missing completely. Apart from this, the page numbering given in the 
Fihrist approximately corresponds to the contents of the collection. 

The list of fasils is followed by a table of usuls, giving the series of 
beat syllables for 26 usuls: hafif, nim hafif sakil, nim sakil, penber, nim 
devir, se devr, sofyan, darbeyn, darb-i tiirki, aksakfeth, darb-i fetih, devr-i 
revan, revan, evsat, evfer, darb,fahte, havi, hezep, muhammes, muhammes 
misri, herefpan, frenkpin, remel, zencir. 

Obviously, the Me emit a from Hasan Talat Bey library is a composite 
collection rich in materials attributed to composers from various peri¬ 
ods and musical milieus, some outstanding authors, others of lesser 
notoriety beside obscure names. Numerous pieces are priceless compo¬ 
sitions by great musicians. In order of frequency, from top to bottom, 
starting from early periods to the threshold of the 19th century, we find 
an impressive array of composers with full or abbreviated names. Some 
derivative names indicate functions and ranks, but not proper nouns. 

Itrl is entered with 154 bestes and semais, some /cars, nakip, nakip 
semais and few parkis. Receb £elebi appears with over 100 pieces, most¬ 
ly bestes and semais . The revered Hoca (abbreviation for Abdiilkadir 
Meragi) is present with about 75 kdr, nakip and nakip semai examples 
and Bekir Aga appears with over 60 bestes and semais, nakip semais and 
parkis . The rest of composers are represented with a modicum of about 
40 pieces and much lower incidence. An ambiguous mention Is the name 
Hafiz present with nearly 40 beste, beste semais and parki examples. The 
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designate Hafiz also appears as qualifier to the names Hafiz £avu$, Hafiz 
Efendi, Hafiz Kameral, Hafiz Rifat and Hafiz $eyda (for Hafiz Abdurrahim 
Dede). However, we cannot say if the neutral Hafiz represents one of 
those or, in some cases, may refer to duplicate pieces by the celebrated 
Hafiz Post whose full name is totally absent in the collection. Citing some 
of a long series of names Esad Efendi, Kadri, Nazim, Hasan Aga, Koca 
Osman, Imam, Tosunzade, Mtiezzinba§i Human Aga, Dervi$ Ali, Ismail 
Dede Efendi and Tanburi Cemil Bey are entered with a modest number 
of pieces. Dilhayat Hamm appears with a single piece. 

Some composer names draw particular attention. So is Golam 
known as Ustad Golam $adi, pupil of Hoca Meragi, mentioned with few 
pieces and one kar in style of his teacher ( Hoca-i ders). $ah Abbas, $emsi 
Tebrizi Hazretleri and Selim Giray Han are recorded with single pieces. 
Another enigmatic name is "Antabi,” presumably an early composer 
originary from southeastern Anatolian town Antep, mentioned with two 
nazire s to kars by Hoca and few other pieces. 

In general, the lyricists are not specifically mentioned in the piece 
titles. Few exceptions, however, add the name of the gufteci beside the 
composer, like in beste by Miiezzinba§i Numan Aga, der giifte Hairnet 
Efendi or beste by Numan Aga, der giifte el-Hac Hiiseyin Efendi. When the 
composer is also the lyricist, the title includes both, der giifte ve beste 
Hairnet Efendi. 

The names of numerous giiftecis, honored with the title Efendi, are 
inserted in a section of some pages, inscribed over the first beyt of the 
respective poem. Many of them are figured out as authors of composi¬ 
tions in the book, as for example Baki Efendi, el-Hac Hiiseyin Efendi, 
Ha$met Efendi, Nabi Efendi, Nazim Efendi, Sabit Efendi, Tabi Efendi. 
Other pen names ( mahlas ) included in the list designate rather unknown 
poets. 

Coming to the end of our summary presentation of the song collec¬ 
tion from Hasan Talat Bey's library, we add that the inventory of the 
book is given in the enclosed TABLE that lists the contents of the 
Mecmua with the names of the composers the way they are inscribed in 
the collection, the type of composition [beste, semai, kar, nakip, $arki), 
and the makams as well as usuls wherever these are identified. 

At last, our journey approaches the point of destination. Reaching 
the final station of the search for the link between Cantemir, Burada, and 
Hasan Talat Bey's valuable collection of music we conclude with few 
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List of usuls. 
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Kar by Hoca in huseyni/muhammes . 
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Semais by Bekir Aga and Zaharyan. Kar-i Hoca-i Kavl in u$$ak, usul hafif 
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Lyricist names with beyts. 






TABLE 


COMPOSER 

TYPE 

MAKAM 

USUL 

Abdi Aga 

beste 

evic 


Abdi Aga 

beste 

segdh 

darbeyn 

Abdi Aga 

beste 

babatahir 

remel 

Abdi Aga 

semai 

siinbule 


Abdiil Halim Aga 

beste 

buselik-apiran 

zincir 

Abdiilaziz Efendi 

$arki semai 

nihavend 

devr-i revan 

Abdullah Aga 

beste 

pehnaz 

nim devir 

Abdullah Efendi 

beste 

Isfahan 

Cenber 

Abdullah Tosunzade semai 

acem-a$iran 


Acemler 

beste 

nigar 

sofyan 

Acemler 

naki? 

Isfahan 

dilyek 

Acemler 

naki$ 

Isfahan 

hafif 

Acemler 

naki§ 

Isfahan 

evsat 

Acemler 

naki? 

segdh 

evfer 

Acemler 

naki$ 

hiiseyni 

muhammes 

Acemler 

naki$ 

muh ayyer-b useli k 

evfer 

Acemler 

nakip 

saba 

muhammes 

Acemler 

naki$ 

nihavend 

fer 

Acemler 

naki$ 

acem 

tilrki darb 

Acemler 

naki$ 

nihavend 

evfer 

Acemler 

nakip 

nipabur 

fahte 

Acemler 

nakip 

nikriz 

evfer 

Acemler 

naki$ semai 

evi£ 


Acemler 

naki$ semai 

muhayyer 


Acemler 

naki$ semai 

acem 


Acemler 

nakip semai 

saba 


Acemler 

naki$ semai 

saba 



127 






Acemler 

nakip semai 

bayati 


Acemler 

nakip semai 

bayati 


Acemler 

nakip semai 

nipabur 


Acemler 

nakip semai 

nikriz 


Acemler 

parki 

bayati 


Aga 

nakip semai 

buselik 


Aheni 

beste 

acem 

remel 

Aheni 

beste 

niihuft 

remel 

Ahmed Aga 

beste 

buselik 

genber 

Ahmed Aga 

beste 

buselik 

sakil 

Ahmed Aga 

beste 

acem 

devr-i revan 

Ahmed Aga 

beste 

acem 

havi 

Ahmed Aga 

parki 

neva 


Ahmed Aga 

semai 

segah 


Ahmed Aga 

semai 



Ahmed Aga 

semai 

arazbar 


Ahmed Qavup 

semai 

neva 


Ahmed (favup Aga 

semai 

diigah 


Ahmed Qelebi 

beste 

buselik-apiran 

zincir 

Ahmed Efendi 

beste 

neva 

devr-i revan 

Ahmed Efendi 

beste 

nikriz 

darbeyn 

Ak Baba Ama 

beste 

muhayyer 

zincir 

Ak Baba tmami 

beste 

acem-apiran 

genber 

Ak Baba tmami 

semai 

hicaz 


Ali Aga 

beste 

bayati 

hafif 

Ali Papa 

beste 

babatahir 

muhammes 

Ali Papa 

beste 

acem 

remel 

Amca 

beste 

evig 

evfer 

Amma 

beste 

buselik 

devr-i kebir 

Amma 

beste 

diigah 

devr-i kebir 

Amma 

beste 

nihavend 

evfer 

Amma 

beste 

nihavend 

zincir 

Amma 

beste 

acem 

muhammes 

Amma 

beste 

acem 

genber 

Amma 

beste 

acem-apiran 

devr-i kebir 

Amma 

beste 

acem-apiran 

sakil 

Amma 

beste 

nevanim devirdevir 

Amma 

beste 

neva 

nim devir 
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Amma 

beste 

neva 

evfer 

Amma 

beste 

neva 

$enber 

Amma 

semai 

buselik 


Amma £elebi 

semai 

gerdaniye 


Andelib 

beste 

neva 

evfer 

Andelib 

$arki 

acem 

devr-i revan 

Andelib 

semai 

buselik-apiran 


Antabi 

kdr 


hafif 

Antabi 

kdr 


tiirki darb 

Antabi 

kar 

muhayyer 

sakil 

Antabi 

kdr 

niihiift 

sakil 

Antabi 

naki$ 

irak 

sakil 

Arabzade 

beste 


sakil 

Arabzade 

beste 

pehnaz 


Arabzade 

beste 

nihavend 


Arabzade 

$arki 

babatahir 


Arabzade 

semai 



Arabzade Efendi 

beste 

evif 


Arabzade Efendi 

beste 

hicaz 

remel 

Baba Dagli 

semai 

buselik-a$iran 


Baba Nevayi 

naki? 

acem 

nim sakil 

Baba Nevayi 

semai 

nihavend 


Baba Nevayi 

semai 

neva 


Baki 

$arki 

babatahir 

sofyan 

Baki Aga 

beste 

diigah 

remel 

Baki Aga 

$arki 

diigah 

devr-i revan 

Baki Aga 

semai 

arazbar 


Bap £uhadar 

beste 

biiziirk 


Bekir 

beste 

diigah 

hafif 

Bekir 

beste 

buziirk 

remel 

Bekir Aga 

beste 

buzz am 

remel 

Bekir Aga 

beste 

buzz am 

muhammes 

Bekir Aga 

beste 

evi$ 

darbeyn 

Bekir Aga 

beste 

buziirk 

$enber 

Bekir Aga 

beste 

biiziirk 

zincir 

Bekir Aga 

beste 

buselik-apiran 

hafif 

Bekir Aga 

beste 

diigah 

remel 

Bekir Aga 

beste 

diigah 

hafif 
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Bekir Aga 

beste 

diigah 

sakil 

Bekir Aga 

beste 

diigah 

sakil 

Bekir Aga 

beste 

saba 


Bekir Aga 

beste 

niihiift 


Bekir Aga 

beste 

niihiift 

fenber 

Bekir Aga 

beste 

nuhiift 

devr-i revan 

Bekir Aga 

beste 

nuhiift 

zincir 

Bekir Aga 

beste 

u$$ak 

zincir 

Bekir Aga 

beste 

u$$ak 

hafif 

Bekir Aga 

beste 

nihavend 

genber 

Bekir Aga 

beste 

bayati 

sakil 

Bekir Aga 

beste 

rehavi 

remel 

Bekir Aga 

kar 

Isfahan 

hafif 

Bekir Aga 

kar 

niihiift 

hafif 

Bekir Aga 

naki$ semai 

evic 


Bekir Aga 

naki§ semai 

buselik-apran 


Bekir Aga 

naki$ semai 

buselik 


Bekir Aga 

naki§ semai 

buselik 


Bekir Aga 

naki$ semai 

niihiift 


Bekir Aga 

$arki 

hiizzam 


Bekir Aga 

$arki 

buselik 

devr-i revan 

Bekir Aga 

parki 

buselik 

devr-i revan 

Bekir Aga 

$arki 

acem 

sofyan 

Bekir Aga 

$arki 

diigah 

devr-i revan 

Bekir Aga 

parki 

diigah 

devr-i revan 

Bekir Aga 

§arki semai 

mahur 


Bekir Aga 

semai 

hiizzam 


Bekir Aga 

semai 

hiizzam 


Bekir Aga 

semai 

hiizzam 

yiiriik semai 

Bekir Aga 

semai 

ev/f 


Bekir Aga 

semai 

evi£ 


Bekir Aga 

semai 

segah 


Bekir Aga 

semai 

segah 

yiiriik semai 

Bekir Aga 

semai 

siinbiile 


Bekir Aga 

semai 

buselik 


Bekir Aga 

semai 

buselik 


Bekir Aga 

semai 

buselik 


Bekir Aga 

semai 

buselik 
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Bekir Aga 

semai 

buselik 


BekirAga 

semai 

pargah 


Bekir Aga 

semai 

niihuft 


BekirAga 

semai 

niihuft 


BekirAga 

semai 

niihuft 


BekirAga 

semai 

uppak 


BekirAga 

semai 

uppak 


BekirAga 

semai 

bayati 


BekirAga 

semai 

neva 


BekirAga 

semai 

neva 


BekirAga 

semai 

neva 


BekirAga 

semai 

Isfahan 


Bekir Aga 

semai 

Isfahan 


BekirAga 

semai 

Isfahan 


BekirAga 

semai 

nihavend 


BekirAga 

semai 

mahur 


Berber Mustafa £elebi 

beste 

nipabur 

berefpan 

Beskiri Salih Aga yiiruk 

semai 

hiiseyni 


Binbapi 

parki 

acem 


Burnaz 

semai 

buselik-apiran 


Burnaz Hasan 

beste 

gerdaniye 

penber 

Burnaz Hasan Aga 

beste 

Isfahan 

devr-i kebir 

Caya 

beste 

acem-apiran 

nim devir 

Ceb Dedezade 

beste 

buselik 

muhammes 

Cemil Bey 

beste 

uppak 

zincir 

Cemil Bey 

beste 

rehavi 

fetih 

Cemil Bey 

parki 

hicaz 

devr-i revan 

Cemil Bey 

semai 

segah 

yiiruk semai 

Cemil Bey 

semai 

hisar 


Cerrah Papa Muezzin 
Halil Efendi 

beste 

segah 

hafif 

Cerrah Papa Muezzin 
Halil Efendi 

beste 

diigah 

penber 

Cevahir Aga 

beste 

nikriz 

muhammes 

Cevahir Aga 

semai 

gerdaniye 


Cevahir Aga 

semai 

uppak 


Cevahir Aga 

semai 

neva 


£obancizade 

beste 

uppak 

hafif 


131 




^orbacizade 

beste 

buselik-apiran 

nim devir 

^orbacizade 

beste 

babatahir 

penber 

^orbacizade 

beste 

babatahir 

nim devir 

(forbacizade 

beste 

gerdaniye 

penber 

Qorbacizade 

beste 

niihuft 

zincir 

^orbacizade 

beste 

nihavend 

penber 

Qorbacizade 

nakip semai 

saba 


^orbacizade 

parki 

acem 

devr-i revan 

Qorbacizade 

semai 

saba 


Corci 

beste 

pehnaz 


Corci 

beste 

Isfahan 

muhammes 

Corci 

beste 

Isfahan 

hafif 

Corci 

semai 



Corci 

semai 

Isfahan 


Danip 

semai 

hicaz 


Dede 

beste 

zirefkend 

evfer 

Dede 

beste 

muhayyer 

fer 

Dede 

semai 

acem 


Dede Efendi 

beste 

neveser 

zincir 

Dede Efendi 

beste 

suzinak 

penber 

Dede Efendi 

beste 

suzidilara 

darbeyn 

Dede Efendi 

beste 

buselik 

fer 

Dede Efendi 

nakip semai 

nikriz 


Dede Efendi 

nakip semai 

pesendide 


Dede Efendi 

nakip semai 

pesendide 


Dede Efendi 

nakip semai 

suzidilara 


Dede Efendi 

nakip semai 

suzidilara 


Dede Efendi 

nakip semai 

neveser 


Dede Efendi 

semai 

suzidilara 

devr-i kebir 

Deli Mustafa 

semai 

bayati 


Dervip Abdullah 

beste 

nihavend 


Dervip Ali 

beste 

pehnaz 

hafif 

Dervip Ali 

beste 

muhayyer 

hafif 

Dervip Ali 

beste 

buselik 

evfer 

Dervip Ali 

beste 

diigah 

evfer 

Dervip Ali 

beste 

gerdaniye 

muhammes 

Dervip Ali 

beste 

gerdaniye 

zincir 

Dervip Ali 

beste 

acem 

evfer 
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Dervi$ Ali 

beste 

neva 

devr-i kebir 

Dervig Ali 

beste 

nikriz 

$enber 

Dervi$ Ali 

beste 

rehavi 

nim devir 

Dervi$ Ali 

semai 



Dervig Qelebi kar naki$ 

segah 

muhammes 

Dervi$ Itumci 

beste 

muhayyer 

penber 

Dervig Mehmed 

beste 

diigah 

muhammes 

Dervis Mehmed 

beste 

rehavi 

Cenber 

Dervig Mehmed 

semai 

nihavend 


m m 

Dervig Omer 

beste 

neva 

evsat 

Dervi$ Omer 

beste 

u$$ak 

darb-ifetih 

Dervig Sadayi 

beste 

neva 

berefean 

Dervi$ Yusuf 

$arki 

acem 

devr-i revan 

Dilhayat 

beste 

rast 

hafif 

Diyarbekiri 

beste 

babatahir 

penber 

Diyarbekiri 

semai 

nikriz 


Diyarbekiri Hasan Aga 

semai 

neva 


Diyarbekirli 

beste 

buzurk 

devr-i revan 

m 

Dumdum Imam 

beste 

biizurk 

zincir 

• 

Dumdum Imam 

beste 

evig 

fer 

• 

Dumdum Imam 

beste 

segah 

zincir 

m 

Dumdum Imam 

beste 

segah 

devr-i kebir 

m 

Dumdum Imam 

semai 

acem 


Durmug 

beste 

diigah 

sakil 

Durmug 

beste 

acem-agiran 

$enber 

Egri Kapu imami 

beste 

hicaz 


El-Hac Huseyin 

beste 

segah 

$enber 

EI-Hac Huseyin 




• 

Ay an Izniki 

beste 

diigah 

muhammes 

El-Hac Huseyin Efendi 

beste 

Isfahan 

muhammes 

El-Hac Huseyin Efendi 

beste 

gehnaz 

zincir 

El-Hac Huseyin Efendi 

beste 

nihavend 

darbeyn 

* El-Hac Huseyin 




Efendi nakig semai 

nikriz 


El-Hac Huseyin 




Efendi $arki semai 

saba 


El-Hac Huseyin Efendi 

semai 

nihavend 


El-Hac Huseyin Efendi 

semai 

nihavend 
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El-Hac Huseyin 
Efendi Ayan Izniki 

semai 

hisar 


El-Hac Murad 

nakip semai 

buselik 


El-Hac Murad 

semai 

buselik 


El-Hac Murad 

semai 

buselik 


Emin Baga 

semai 

bestenigar 


Emin Bey 

semai 

nihavend 


Emin Efendi 

beste 


sakil 

Emin Efendi 

beste 

rehavi 

diiyek 

Emin Efendi 

$arki 

hisar 

devr-i revan 

Emin Efendi 

semai 

u$<sak 


Emin Molla 

beste 

biiziirk 

genber 

Enderun Ahmed 
Aga 

naki§ semai 

diigah 


Enderun Humayun yuriik semai 

neva 


• 

Enderun Ibrahim Aga beste 

rehavi 

sakil 

Enderun Kemani 

sarki 

gerdaniye 


Enderun Seyfi Aga 

beste 

rast 


Enderuni Humayunyiiriik semai 

acem 


Enderunu Humayun semai 

hicaz 


Enfi 

nakig semai 

suzinak 


Enis Aga 

beste 

rehavi 


Esad Efendi 

beste 

segah 

remel 

Esad Efendi 

beste 

diigah 

fahte 

Esad Efendi 

beste 

diigah 

$enber 

Esad Efendi 

beste 

diigah 

hafif 

Esad Efendi 

beste 

gerdaniye 

remel 

Esad Efendi 

beste 

gerdaniye 

genber 

Esad Efendi 

beste 

gerdaniye 

hafif 

Esad Efendi 

beste 

acem 

zincir 

Esad Efendi 

beste 

niihiift 

fahte 

Esad Efendi 

beste 

ugsak 

muhammes 

Esad Efendi 

beste 

Isfahan 

remel 

Esad Efendi 

nakig semai 

buselik 


Esad Efendi 

nakig semai 

niihiift 


Esad Efendi 

nakig semai 

bayati 


Esad Efendi 

garki 

nihavend 

devr-i revan 

Esad Efendi 

semai 

diigah 
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Esad Efendi 

semai 

hiiseyni 


Esad Efendi 

semai 

hiiseyni 


Esad Efendi 

semai 

Isfahan 


Esad Efendi 

yuriik semai 

hiiseyni 


Esad Efendi 

yilriik semai 

niihiift 


Eyub Hatibi 

beste 

neva 


Fahir 

naki$ 

acem 

evfer 

Ferhad Aga 

naki$ 

acem 

sakil 

Fethizade Diyarbekiri 



Hanende Bap 

beste hicaz 

sofyan 


Galata Neyzenba$i 



Dede Efendi 

beste 

nihavend 


Galata $eyh Efendi beste 

buselik 

zincir 

Golam 

kar 

penpgah 


Golam 

kar 

penpgah 

hafif 

Golam 

naki$ 

muhayyer 

evfer 

Golam 

naki$ 

nihavend 

evfer 

Golam 

naki§ semai 

biiziirk 


Golam 

nakip semai 

pen^gah 


Gurcizade 

semai 

nikriz 


Giircuzade 

beste 

neveser 

bereftan 

Gurciizade 

beste 

nikriz 


Hafiz 

beste 

nihavend 

muhammes 

Hafiz 

beste 

Isfahan 

evfer 

Hafiz 

beste 


remel 

Hafiz 

beste 


devr-i revan 

Hafiz 

beste 


penber 

Hafiz 

beste 


evsat 

Hafiz 

beste 

bestenigar 

evfer 

Hafiz 

beste 

bestenigar 

sakil 

Hafiz 

beste 

segah 

sakil 

Hafiz 

beste 

segah 

devr-i revan 

Hafiz 

beste 

buselik 

nim devir 

Hafiz 

beste 

irak 

hafif 

Hafiz 

beste 

irak 

sakil 

Hafiz 

beste 

pehnaz 

remel 

Hafiz 

beste 

hicaz 

$enber 

Hafiz 

beste 

bestenigar 

evfer 
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Hafiz 

beste 

bestenigdr 

remel 

Hafiz 

beste 

buselik-agiran 

evsat 

Hafiz 

beste 

buselik 

hafif 

Hafiz 

beste 

buselik 

sakil 

Hafiz 

beste 

buselik 

evsat 

Hafiz 

beste 

buselik 

sakil 

Hafiz 

beste 

buselik 

devr-i revan 

Hafiz 

beste 

hiiseyni 

genber 

Hafiz 

beste 

diigah 

genber 

Hafiz 

beste 

diigah 

devr-i revan 

Hafiz 

beste 

diigah 

remel 

Hafiz 

beste 

diigah 

nim devir 

Hafiz 

beste 

diigah 

devr-i kebir 

Hafiz 

beste 

diigah 

genber 

Hafiz 

beste 

diigah 

zincir 

Hafiz 

beste 

diigah 

zincir 

Hafiz 

beste 

diigah 

genber 

Hafiz 

beste 

diigah 

genber 

Hafiz 

beste 

diigah 

muhammes 

Hafiz 

beste 

diigah 

evfer 

Hafiz 

beste 

diigah 

muhammes 

Hafiz 

beste 

diigah 

evsat 

Hafiz 

beste 

diigah 

genber 

Hafiz 

beste 

diigah 

devr-i revan 

Hafiz 

beste 

diigah 

devr-i revan 

Hafiz 

beste 

saba 

devr-i kebir 

Hafiz 

beste 

saba 

sakil 

Hafiz 

beste 

hisar 

muhammes 

Hafiz 

beste 

hisar 

muhammes 

Hafiz 

beste 

gerdaniye 

remel 

Hafiz 

beste 

babatahir 

darb-ifetih 

Hafiz 

beste 

arazbar 

devr-i kebir 

Hafiz 

beste 

arazbar 

devr-i revan 

Hafiz 

beste 

arazbar 

genber 

Hafiz 

beste 

arazbar 

frenkgin 

Hafiz 

beste 

arazbar 

muhammes 

Hafiz 

beste 

arazbar 

genber 

Hafiz 

beste 

arazbar 

genber 
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Hafiz 

beste 

arazbar 

devr-i revan 

Hafiz 

beste 

arazbar 

turki darb 

Hafiz 

beste 

arazbar 

evsat 

Hafiz 

beste 

nihavend 

sakil 

Hafiz 

beste 

nihavend 

devr-i revan 

Hafiz 

beste 

nihavend 

fer 

Hafiz 

beste 

acem 

muhammes 

Hafiz 

beste 

acem 

havi 

Hafiz 

beste 

acem 

remel 

Hafiz 

beste 

acem 

sakil 

Hafiz 

beste 

acem 

penber 

Hafiz 

beste 

acem 

$enber 

Hafiz 

beste 

acem-afiran 

sofyan 

Hafiz 

beste 

acem-afiran 

sofyan 

Hafiz 

beste 

u?$ak 

evfer 

Hafiz 

beste 

neva 

sakil 

Hafiz 

beste 

neva 

$enber 

Hafiz 

beste 

neva 

muhammes 

Hafiz 

beste 

neva 

hafif 

Hafiz 

beste 

u$$ak 

zincir 

Hafiz 

beste 

u$$ak 

hafif 

Hafiz 

beste 

neva 

turki darb 

Hafiz 

beste 

neva 

muhammes 

Hafiz 

beste 

neva 

evfer 

Hafiz 

beste 

neva 

penber 

Hafiz 

beste 

neva 

sakil 

Hafiz 

beste 

neva 

sakil 

Hafiz 

beste 

neva 

$enber 

Hafiz 

beste 

neva 

devr-i revan 

Hafiz 

beste 

neva 

devr-i revan 

Hafiz 

beste 

ni$abur 

sakil 

Hafiz 

beste 

rehavi 

devr-i revan 

Hafiz 

beste 

rehavi 

devr-i revan 

Hafiz 

beste 

rehavi 

diiyek 

Hafiz 

beste 

rehavi 

remel 

Hafiz 

beste 

rehavi 

remel 

Hafiz 

beste 

rehavi 

remel 

Hafiz 

beste 

rehavi 

evfer 
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Hafiz 

beste 

rehavi 

sakil 

Hafiz 

beste 

rehavi 

sakil 

Hafiz 

naki$ semai 

nikriz 


Hafiz 

parki 


devr-i revan 

Hafiz 

$arki 

bestenigar 

devr-i revan 

Hafiz 

?arki 

muhayyer 

evfer 

Hafiz 

$arki 

buselik 

devr-i revan 

Hafiz 

$arki 

buselik 

semai 

Hafiz 

$arki 

diigah 

devr-i revan 

Hafiz 

$arki 

nihavend 

devr-i revan 

Hafiz 

parki 

nihavend 

devr-i revan 

Hafiz 

$arki 

rehavi 

evfer 

Hafiz 

$arki semai 

mahur 


Hafiz 

semai 

nihavend 


Hafiz 

semai 

evif 


Hafiz 

semai 

evic 


Hafiz 

semai 

segah 


Hafiz 

semai 

segah 


Hafiz 

semai 

segah 


Hafiz 

semai 

segah 


Hafiz 

semai 

segah 


Hafiz 

semai 

hicaz 


Hafiz 

semai 

hicaz 


Hafiz 

semai 

hicaz 


Hafiz 

semai 

buselik-afiran 


Hafiz 

semai 

buselik 


Hafiz 

semai 

buselik 


Hafiz 

semai 

buselik 


Hafiz 

semai 

buselik 


Hafiz 

semai 

buselik 


Hafiz 

semai 

arazbar 


Hafiz 

semai 

arazbar 


Hafiz 

semai 

arazbar 


Hafiz 

semai 

arazbar 


Hafiz 

semai 

nihavend 


Hafiz 

semai 

acem 


Hafiz 

semai 

nuhiift 


Hafiz 

semai 

niihuft 
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Hafiz 

semai 

u??ak 


Hafiz 

semai 

u??ak 


Hafiz 

semai 

neva 


Hafiz 

semai 

mahur 


Hafiz 

semai 

vast 


Hafiz 

semai 

vast 


Hafiz 

semai 

rast 


Hafiz 

semai 

rast 


Hafiz £avu$ 

?arki semai 

acem-a?iran 


Hafiz Efendi 

naki? 

rahatiilervah 

devr-i revan 

Hafiz Kameral 

beste 

Isfahan 

evfer 

Hafiz Kameral 

beste 

diigah 

hezef 

Hafiz Kameral 

beste 

neva 

evfer 

Hafiz Kameral 

beste 

nikriz 

evfer 

Hafiz Kameral 

?arki 

diigah 

devr-i revan 

Hafiz Rifat 

beste 

nikriz 

hafif 

Hafiz $eyda 

naki? semai 



Hafiz Seyda 

semai 

zirefkend 


Hagafzade 

beste 

evi? 

remel 

Haham 

beste 

irak 


Haham 

beste 

?ehnaz 

sakil 

Haham 

beste 

diigah 

zincir 

Haham 

beste 

gerdaniye 

evfer 

Haham 

beste 

gerdaniye 

zincir 

Haham 

beste 

nihavend 

devr-i kehir 

Haham 

beste 

acem-a?iran 

muhammes 

Haham 

beste 

niihiift 

genber 

Haham 

naki? semai 

buselik 


Haham 

?arki 

diigah 

devr-i revan 

Haham 

semai 

buselik 


Haham 

beste 

hicaz 

devr-i revan 

Hakak 

?arki 

nihavend 

devr-i revan 

Hakkiak 

?arki semai 

saba 


Halifezade Tahir 




Efendi 

naki? semai 

diigah 


Halifezade Tahir 




Efendi 

semai 

buselik 


Halil Aga 

semai 

hicaz 
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Halil Efendi 

beste 

Isfahan 

darbeyn 

Halil Efendi 

semai 

acem 


Halim Bapa 

$arki semai 

saba 


Hamdi Efendi 

§ark\ 

saba 


Hamdi Papa 

semai 

saba 


Hanende Bapi 

semai 

acem-apran 


Hanende Sehla Vade 



Diyarbekiri 

nakip semai 

dug ah 


Hanendebapi 

beste 

Isfahan 

remel 

Hanendebapi Abdi Aga beste 

diigah 

zincir 

Hasan Aga 

beste 

rahatidervah 

devr-i kebir 

Hasan Aga 

beste 

irak 

muhammes 

Hasan Aga 

beste 

irak 


Hasan Aga 

beste 

irak 


Hasan Aga 

beste 

irak 

penber 

Hasan Aga 

beste 

acem 

zincir 

Hasan Aga 

beste 

acem 

muhammes 

Hasan Aga 

beste 

buselik-apran 

remel 

Hasan Aga 

beste 

gerdaniye 

remel 

Hasan Aga 

beste 

acem 

zincir 

Hasan Aga 

beste 

acem 

remel 

Hasan Aga 

beste 

acem 

zincir 

Hasan Aga 

beste 

acem 

hafif 

Hasan Aga 

beste 

acem-apran 

remel 

Hasan Aga 

beste 

acem-apran 

devr-i revan 

Hasan Aga 

beste 

u$$ak 

devr-i revan 

Hasan Aga 

beste 

bayati 


Hasan Aga 

parki 

buselik 

devr-i revan 

Hasan Aga 

parki 

neva 

devr-i revan 

Hasan Aga 

parki 

pehnaz 

devr-i revan 

Hasan Aga 

?arki 

gerdaniye 

sofyan 

Hasan Aga 

$arki 

gerdaniye 

sojyan 

Hasan Aga 

parki 

pehnaz 

devr-i revan 

Hasan Aga 

$arki semai 

saba 


Hasan Aga 

$arki semai 

arazbar 


Hasan Aga 

parki semai 

mahur 


Hasan Aga 

semai 



Hasan Aga 

semai 

buselik-apran 
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Hasan Aga 

semai 

saba 


Hasan Aga 

semai 

acem 


Hasan Aga 

semai 

mahur 


Hasan Aga 

semai 

mahur 


Hasan Efendi 

beste 

huseyni 

muhammes 

Hasan Efendi 

$arki 

$ehnaz 

muhammes 

Hasan Efendi Zade 

beste 

acem 


Hasan Efendi Zade 

beste 

acem-apran 


Hasan Efendi Zade 

beste 

rast 

nim devir 

Hasan Efendi Zade 

semai 

mahur 


Hasan Rifat 

semai 

mahur 


Hairnet Efendi 

beste 

bestenigar 

diiyek 

Hairnet Efendi 

beste 

saba 

zincir 

Hairnet Efendi 

beste 

nuhuft 


Hairnet Efendi 

beste 

u$$ak 

diiyek 

Hairnet Efendi 

beste 

neva 

devr-i kebir 

Hairnet Efendi 

beste 

neva 

muhammes 

Hairnet Efendi 

beste 

neva 


Hairnet Efendi 

parki 

u$$ak 


Hairnet Efendi 

parki 

nihavend 

sofyan 

Hairnet Efendi 

$arki semai 

nikriz 


Hairnet Efendi 

semai 

hisar 


Hairnet Efendi 

semai 

buselik-a$iran 


Hairnet Efendi 

semai 

hisar 


Hairnet Efendi 

semai 

nihavend 


Hairnet Efendi 




Imam Efendi 

semai 

penpgdh 


Hatib 

naki$ semai 

nuhuft 


Hatib Ahmed 

kar-i natik 

penpgah 


Hatib Efendi 

beste 

irak 

hafif 

Hatibzade 

beste 

Isfahan 

$enber 

Hatibzade Sadullah Aga beste 

hicaz 


Hatif 

parki 

neva 


Hayli Efendi 

beste 

acem-a$iran 


Hazinedar 

semai 

acem 


Hezarsekiz 

kdr 

uzzal 

sakil 

Hindiler 

beste 

bestenigar 

devr-i revan 

Hoca 

beste 

nigdr 

hafif 
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Hoca 

kar 

nihavend 

devr-i revan 

Hoca 

kar 

mahur 

haflf 

Hoca 

kar 

mahur 

hafif 

Hoca 

kar 

Isfahan 

haflf 

Hoca 

kar 

Isfahan 

muhammes 

Hoca 

kar 

Isfahan 

sakil 

Hoca 

kar 

penggdh 

haflf 

Hoca 

kar 


haflf 

Hoca 

kar 


diiyek 

Hoca 

kar 


sakil 

Hoca 

kar 

penggah 

hafif 

Hoca 

kar 

evig 

tiirki darb 

Hoca 

kar 

evig 

muhammes 

Hoca 

kar 

evig 

hafif 

Hoca 

kar 

ses agaz 

haflf 

Hoca 

kar 

segdh 

haflf 

Hoca 

kar 

irak 

sakil 

Hoca 

kar 

hiiseyni 

sakil 

Hoca 

kar 

hiiseyni 

sakil 

Hoca 

kar 

irak 

hafif 

Hoca 

kar 

irak 

hafif 

Hoca 

kar 

irak 

diiyek 

Hoca 

kar 

muhayyer 

sakil 

Hoca 

kar 



Hoca 

kar 

buselik-agiran 

tiirki darb 

Hoca 

kar 

hiiseyni 

muhammes 

Hoca 

kar 

saba 

nim sakil 

Hoca 

kar 

saba 

hafif 

Hoca 

kar 

saba 

hafif 

Hoca 

kar 

gargah 

sakil 

Hoca 

kar 

nihavend 

devr-i revan 

Hoca 

kar 

acem 

diiyek 

Hoca 

kar 

acem 

muhammes 

Hoca 

kar 

niihiift 

hafif 

Hoca 

kar 

uggak 

diiyek 

Hoca 

kar 

bayati 

sakil 

Hoca 

kar 

uggak 

hafif 

Hoca 

kar 

nikriz 

tiirki darb 
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Hoca 

kdr 

penggah 

nim sakil 

Hoca 

kdr 

pen?gah 

hafif 

Hoca 

kar 

pen?gah 

tiirki darb 

Hoca 

kdr 

penggah 

aksakfahte 

Hoca 

kdri naki? 

saba 

fahte 

Hoca 

naki$ 

Isfahan 

muhammes 

Hoca 

naki$ 

segah 

tiirki darb 

Hoca 

naki? 

segah 

tiirki darb 

Hoca 

naki$ 

hiiseynifer muhammes 

Hoca 

naki$ 

?ehnaz 

devr-i revan 

Hoca 

naki? 

buselik 

dilyek 

Hoca 

naki$ 

saba 

tiirki darb 

Hoca 

naki$ 

saba 

hafif 

Hoca 

naki$ 

acem 

evfer 

Hoca 

naki$ 

ni?abur 

hafif 

Hoca 

naki$ 

ni?abur 

tiirki darb 

Hoca 

naki? 

nikriz 

muhammes 

Hoca 

naki? 

nikriz 

tiirki darb 

Hoca 

naki? 

pen?gah 

evsat 

Hoca 

naki? semai 

sazkar 


Hoca 

naki? semai 

rast 


Hoca 

naki? semai 

bestenigar 


Hoca 

naki? semai 

segah 


Hoca 

naki? semai 

segah 


Hoca 

naki? semai 

segah 


Hoca 

naki? semai 

segah 


Hoca 

naki? semai 

siinbiile 


Hoca 

naki? semai 

diigah 


Hoca 

naki? semai 

saba 


Hoca 

naki? semai 

babatahir 

tiirki darb 

Hoca 

naki? semai 

nihavend 


Hoca 

naki? semai 

acem 


Hoca 

naki? semai 

neva 


Hoca 

naki? semai 

rast 


Hoca 

naki? semai 

rast 


Hoca 

semai 

nikriz 


Hoca 

semai 

dilgah 


Hoca Hiiseyin 

kdr 

segah 

sakil 
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Hiinkar imami Arabzade beste 

$ehnaz 

frenkpn 

Hiinkarzade 

beste 

hicaz 

sakil 

Hiiseyin Aga 

beste 

neva 

sakil 

Hiiseyin Aga 

$arki 

acem 

devr-i revan 

Hiiseyin Efendi 

beste 

$ehnaz 

remel 

Hiiseyin Kayseri 




Emin Efendi 

beste 

diigah 

muhammes 

Ibrahim Aga 

beste 

buselik 

fenber 

Ibrahim Aga 

beste 

bestenigdr 

zincir 

m 

Ibrahim Ba$a 

$arki 



Ibrahim Efendi 

beste 

biiziirk 

hafif 

Ibrahim Efendi 

beste 

evi$ 

fahte 

Ibrahim Efendi 

beste 

nikriz 

genber 

• 

Imam 

beste 


nim devir 

• 

Imam 

beste 

muhayyer 

genber 

0 

Imam 

beste 

buselik 

devr-i revan 

Imam 

beste 

hilseyni 

sakil 

0 

Imam 

beste 

hilseyni 

nim devir 

m 

Imam 

beste 

diigah 

genber 

0 

Imam 

beste 

diigah 

penber 

0 

Imam 

beste 

saba 

hafif 

0 

Imam 

beste 

saba 

devr-i kebir 

0 

Imam 

beste 

hisar 

muhammes 

0 

Imam 

beste 

arazbar 

sakil 

0 

Imam 

beste 

acem-apran 

devr-i revan 

0 

Imam 

beste 

neva 

sakil 

0 

Imam 

beste 

neva 

nim devir 

Imam 

beste 

neva 

evfer 

0 

Imam 

beste 

neva 

zincir 

0 

Imam 

beste 

neva 

sakil 

Imam 

beste 

neva 

sakil 

0 

Imam 

beste 

Isfahan 

darbeyn 

imam 

semai 

buselik-apran 


0 

Imam 

semai 

car gab 


0 

Imam 

semai 

acem 


p 

Imam 

semai 

u$$ak 


0 

Imam 

semai 

neva 


imam Efendi 

beste 

buselik 

devr-i revan 
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Ismail Aga 

beste 

buselik 

remel 

IsmailAga 

beste 

saba 

muhammes 

Ismail Aga 

beste 

neva 

remel 

IsmailAga 

beste 

rehavi 

darbeyn 

ismailAga 

naki$ semai 

uzzal 


Ismail Aga 

naki$ semai 

uzzal 


Ismail Aga 

naki$ semai 

hisar 


Ismail Aga 

naki$ semai 

niihuft 


Ismail Aga 

naki? semai 

neva 


ismail Aga 

$arki 

buselik-afiran 

aksak sofyan 

ismailAga 

$arki 

acem 

aksak sofyan 

ismail Aga 

semai 

evig 


ismail Aga 

semai 

neva 


ismail Aga 

semai 

Isfahan 


ismail Aga 

semai 

mahur 


ismail Efendi 

beste 

suzinak 

darbeyn 

isved Efendi 

semai 



Itri 

beste 

Isfahan 

evfer 

Itri 

beste 

evi$ 

devr-i revan 

Itri 

beste 


darbeyn 

Itri 

beste 

rahatiilervah 

zincir 

Itri 

beste 

rahatiilervah 

sakil 

Itri 

beste 

rahatiilervah 

$enber 

Itri 

beste 

rahatiilervah 


Itri 

beste 

bestenigar 

darb-ifetih 

Itri 

beste 

bestenigar 


Itri 

beste 

buselik 

nim devir 

Itri 

beste 

bestenigar 

fahte 

Itri 

beste 

segah 

muhammes 

Itri 

beste 

segah 

hafif 

Itri 

beste 

irak 

sakil 

Itri 

beste 

irak 

hafif 

Itri 

beste 

irak 

hafif 

Itri 

beste 

irak 

sakil 

Itri 

beste 

irak 

hafif 

Itri 

beste 

pehnaz 

penber 

Itri 

beste 

$ehnaz 

devr-i revan 

Itri 

beste 

muhayyer 

fahte 
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Itri 

beste 

muhayyer 


Itri 

beste 

gehnaz 

zincir 

Itri 

beste 

bestenigar 

fahte 

Itri 

beste 

buselik-agiran 

evsat 

Itri 

beste 

buselik-agiran 

genber 

Itri 

beste 

buselik-agiran 

muhammes 

Itri 

beste 

buselik 

darbeyn 

Itri 

beste 

buselik 

sakil 

Itri 

beste 

buselik 

muhammes 

Itri 

beste 

hisar 

devr-i kebir 

Itri 

beste 

buselik 

hafif 

Itri 

beste 

buselik 

hafif 

Itri 

beste 

buselik 

devr-i kebir 

Itri 

beste 

buselik 

genber 

Itri 

beste 

buselik 

genber 

Itri 

beste 

hiiseyni 

muhammes 

Itri 

beste 

hiiseyni 

devr-i revan 

Itri 

beste 

hiiseyni 

genber 

Itri 

beste 

hiiseyni 

nim devir 

Itri 

beste 

hiiseyni 

nim devir 

Itri 

beste 

diigah 

genber 

Itri 

beste 

diigah 

remel 

Itri 

beste 

diigah 

muhammes 

Itri 

beste 

diigah 

muhammes 

Itri 

beste 

diigah 

muhammes 

Itri 

beste 

diigah 

genber 

Itri 

beste 

diigah 

muhammes 

Itri 

beste 

diigah 

muhammes 

Itri 

beste 

diigah 

remel 

Itri 

beste 

diigah 

hafif 

Itri 

beste 

diigah 

genber 

Itri 

beste 

diigah 

muhammes 

Itri 

beste 

saba 

genber 

Itri 

beste 

saba 

devr-i revan 

Itri 

beste 

saba 

berefgan 

Itri 

beste 

saba 

darb-ifetih 

Itri 

beste 

saba 

remel 

Itri 

beste 

gerdaniye 

genber 
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Itri 

beste 

babatahir 

devr-i kebir 

Itri 

beste 

arazbar 

nim devir 

Itri 

beste 

nihavend 

berefpan 

Itri 

beste 

acem 

muhammes 

Itri 

beste 

acem 

remel 

Itri 

beste 

acem 

frenkpin 

Itri 

beste 

acem 

sakil 

Itri 

beste 

acem-apiran 

evfer 

Itri 

beste 

acem-apiran 

remel 

Itri 

beste 

acem-apiran 

berefpan 

Itri 

beste 

acem-apiran 

darbeyn 

Itri 

beste 

nilhuft 

zincir 

Itri 

beste 

niihuft 

devr-i revan 

Itri 

beste 

uppak 

evfer 

Itri 

beste 

neva 

evfer 

Itri 

beste 

neva 

darbeyn 

Itri 

beste 

neva 

berefpan 

Itri 

beste 

neva 

hafif 

Itri 

beste 

nihavend 

nim devir 

Itri 

beste 

neva 

frenkpin 

Itri 

beste 

neva 

devr-i kebir 

Itri 

beste 

neva 

devr-i kebir 

Itri 

beste 

neva 

nim devir 

Itri 

beste 

neva 

hafif 

Itri 

beste 

neva 

sakil 

Itri 

beste 

neva 

zincir 

Itri 

beste 

neva 

penber 

Itri 

beste 

Isfahan 

devr-i revan 

Itri 

beste 

Isfahan 

zincir 

Itri 

beste 

Isfahan 

hafif 

Itri 

beste 

nipabur 

devr-i kebir 

Itri 

beste 

nikriz 

zincir 

Itri 

beste 

nikriz 

berefpan 

Itri 

beste 

nikriz 

muhammes 

Itri 

beste 

penpgah 

penber 

Itri 

beste 

penpgah 

penber 

Itri 

beste 

penpgah 

fer 

Itri 

beste 

rehavi 

hafif 
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Itri 

beste 

rehavi 

remel 

Itri 

beste 

rehavi 

dilyek 

Itri 

beste 

rehavi 

muhammes 

Itri 

beste 

rehavi 

genber 

Itri 

beste 

rehavi 

fahte 

Itri 

beste 

rast 

sakil 

Itri 

beste 

rast 

nim devir 

Itri 

beste 

rast 

devr-i kebir 

Itri 

beste 

rast 

hafif 

Itri 

kdr 

arazbar 

muhammes 

Itri 

kdr 

acem-agiran 

tiirki darb 

Itri 

Mr 

neva 

nim sakil 

Itri 

nakig 

hisar 


Itri 

nakig semai 

Isfahan 


Itri 

nakig semai 

rehavi 


Itri 

garki 


devr-i revan 

Itri 

garki 

neva 

sofyan 

Itri 

garki 

neva 

devr-i kebir 

Itri 

garki 

neva 

devr-i revan 

Itri 

garki 

gehnaz 

evfer 

Itri 

garki semai 

rast 


Itri 

semai 

sazkar 


Itri 

semai 

bestenigdr 


Itri 

semai 

segdh 


Itri 

semai 

segdh 


Itri 

semai 



Itri 

semai 



Itri 

semai 

segdh 


Itri 

semai 

segdh 


Itri 

semai 

segdh 


Itri 

semai 

silnbule 


Itri 

semai 

$ehnaz 


Itri 

semai 

suzidilara 


Itri 

semai 

$ehnaz 


Itri 

semai 

hicaz 


Itri 

semai 

hicaz 


Itri 

semai 

buselik 


Itri 

semai 

buselik 
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Itri 

semai 

buselik 


Itri 

semai 

buselik 


Itri 

semai 

arazbar 


Itri 

semai 

saba 


Itri 

semai 

acem 


Itri 

semai 

acem 


Itri 

semai 

nuhiift 


Itri 

semai 

niihuft 


Itri 

semai 

u$$ak 


Itri 

semai 

u$$ak 


Itri 

semai 

neva 


Itri 

semai 

neva 


Itri 

semai 

neva 


Itri 

semai 

neva 


Itri 

semai 

mahur 


Itri 

semai 

nikriz 


Itri 

semai 

rast 


Itri 

semai 

rast 


Itri 

semai 

rast 


Itri 

beste 


nim devir 

izniki Ba$ Katib Efendi 

beste 

arazbar 


Kadri 

beste 

Isfahan 

hafif 

Kadri 

beste 

buselik 

devr-i revan 

Kadri 

beste 

bestenigar 

devr-i revan 

Kadri 

beste 

irak 

penber 

Kadri 

beste 

$ehnaz 

devr-i revan 

Kadri 

beste 

buselik-a$iran 

devr-i revan 

Kadri 

beste 

buselik-apiran 

$enber 

Kadri 

beste 

saba 

devr-i kebir 

Kadri 

beste 

nihavend 

evfer 

Kadri 

beste 

acem 

evfer 

Kadri 

beste 

acem 

darb-ifetih 

Kadri 

beste 

acem 

devr-i revan 

Kadri 

beste 

acem 

muhammes 

Kadri 

beste 

acem-apiran 

evfer 

Kadri 

beste 

acem-apran 

sakil 

Kadri 

beste 

u$$ak 

$enber 

Kadri 

beste 

neva 

bereftan 
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Kadri 

beste 

neva 

zincir 

Kadri 

beste 

neva 

berefyan 

Kadri 

beste 

neva 

genber 

Kadri 

beste 

penggah 

muhammes 

Kadri 

beste 

penggah 

hafif 

Kadri 

parki 

bestenigar 

devr-i revan 

Kadri 

parki 

diigah 

evfer 

Kadri 

parki 

acem 

devr-i revan 

Kadri 

semai 

bestenigar 


Kadri 

semai 

segah 


Kadri 

semai 

gehnaz 


Kadri 

semai 

buselik-agiran 


Kadri 

semai 

diigah 


Kadri 

semai 

nihavend 


Kadri 

semai 

acem 


Kadri 

semai 

acem 


Kadri 

semai 

mahur 


Kadri 

semai 

rast 


Kapudanzade 

beste 

segah 

muhammes 

Kapudanzade 

beste 

hicaz 

genber 

Kapudanzade 

beste 

nihavend 


Kapudanzade 

beste 

rehavi 

frengifer 

Kapudanzade 

$arki 

saba 

devr-i revan 

Kapudanzade 

semai 

nihavend 


Kapudanzade 

semai 

rast 


Kara Mehmed 

beste 

nihavend 

zincir 

Kara Mehmed 

beste 

nihavend 

diiyek 

Kara Mehmed 

beste 

neva 

genber 

Kassam Paga $eyh 

beste 

nihavend 


Kassamzade 

naki$ semai 

nikriz 


Kassamzade 

naki$ semai 

nihavend 


Kassamzade 

semai 

nihavend 


Kavafzade 

beste 

nigabur 

hafif 

Kavafzade 

$arki semai 

saba 


Kazabagi Zade 

beste 

neva 


Kemani 

beste 

arazbar 

muhammes 

Kemani 

$arki semai 

bayati 


Kemani Corci 

beste 

Isfahan 

genber 
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Kemani Corci 

semai 

acem 


Kemani Corci 

semai 

ni$abur 


Kemani ibrahim Aga beste 

rast 

hafif 

Kemani Yani 

beste 

buselik 

sofyan 

Koca Osman 

beste 

zirefkend 

penber 

Koca Osman 

beste 

acem-apran 

zincir 

Koca Osman 

beste 

nikriz 

havi 

Koca Osman 

kdr 

bayati 

diiyek 

Koca Osman 

naki$ 

Isfahan 

devr-i kebir 

Koca Osman 

naki$ 

Isfahan 

devr-i kebir 

Koca Osman 

naki§ 

irak 

evfer 

Koca Osman 

naki$ 

bayati 

tiirki darb 

Koca Osman 

naki§ 

bayati 

hafif 

Koca Osman 

naki$ semai 

diigah 


Koca Osman 

$arki 


evfer 

Koca Osman 

parki 

nihavend 

devr-i revan 

Koca Osman 

$arki 

nihavend 

devr-i revan 

Koca Osman 

semai 

zirefkend 


Koca Osman 

semai 

mahur 


Koca Osman 

semai 

nikriz 


Koca Osman 

yuriik semai 

zirefkend 


Kugiik ibrahim Aga semai 

diigah 


Kiifuk imam 

beste 

evig 

nim devir 

Kiiguk imam 

beste 


$enber 

Kiiguk imam 

beste 


sakil 

Kufiik imam 

beste 

irak 

sakil 

Kupiik imam 

beste 

irak 

devr-i revan 

Kufuk imam 

beste 

muhayyer 

sakil 

Kiifiik imam 

beste 

acem 

devr-i revan 

Kii$uk imam 

beste 

acem-a$iran 

sakil 

Kiiguk imam 

beste 

neva 

genber 

Kii^uk imam 

beste 

ni$abur 

fenber 

Kiipiik imam 

beste 

nikriz 

sakil 

Ku$uk imam 

beste 

rehavi 

sakil 

Kiigiik imam 

semai 

evip 


Kiifiik imam 

semai 

segah 


Kiifiik imam 

semai 

neva 


Ktifiik imam 

semai 

rast 
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Kiigiik Muezzin 

beste 

buselik-agiran 

genber 

Kiigiik Muezzin 

beste 

gerdaniye 

genber 

Kiigiik Muezzin 

beste 

babatahir 

muhammes 

Kiigiik Muezzin 

beste 

nihavend 

sakil 

Kiigiik Muezzin 

beste 

neva 


Kiirkgii 

beste 

buselik-agiran 

genber 

Kiirkgii Zaharya 

beste 

arazbar 

zincir 

Kiirkgiizade 

beste 

nikriz 

frenkgin 

Kiirkgiizade Ibrahim Aga 

semai 

uggak 


Kugguzade 

beste 

rehavi 


Kutucu Ahmed Aga 

beste 

hisar 

hafif 

Kutucu Ahmed Aga 

beste 

hisar 

hafif 

Mehmed Aga 

beste 

saba 

genber 

Mehmed Aga 

beste 

saba 

sakil 

Mehmed Bey 

beste 

saba 

remel 

Mehmed Efendi 

beste 

uggak 

sakil 

Meh ter Ahmed 

beste 

saba 

devr-i kebir 

Mehter Ahmed 

beste 

hisar 

devr-i kebir 

Mehter Ahmed 

beste 

acem 

devr-i kebir 

Mehter Ahmed 

beste 

uggak 

havi 

Mehter Ahmed 

semai 

rast 


Mehter Ahmed Aga nakig 

semai 

niihiift 


Mehter Efendi 

beste 

nigabur 

nim devir 

Memig Aga 

beste 

saba 

darbeyn 

Memig Aga 

beste 

nihavend 

nim devir 

Memig Aga 

beste 

neva 

zincir 

Me mi? Aga 

semai 

acem-agiran 


Mevlana 

semai 

hiiseyni 


Mir Mehmed 

nakig 

buselik 

muhammes 

Miskah Artin 

beste 

acem-agiran 

muhammes 

Miskah Hayri 

beste 

gerdaniye 

devr-i kebir 

Mitraki 

beste 

irak 

genber 

Molla Efendi 

beste 

buselik- agiran 

genber 

Moll a Efendi 

semai 

uggak 


Muezzin Abdullah 

beste 

segdh 

devr-i revan 

Muezzin Emin Efendi 

beste 

uggak 

hafif 

Muezzin Mustafa 

beste 

acem 

zincir 

Muezzinbapi Numan Aga beste 

hiiseyni 

zincir 
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Miiezzinbapi Numan Aga 

beste 

u$$ak 

zincir 

Miiezzinbap Numan Aga 

semai 

mahur 


Miiezzinba$i Numan Aga 
Muezzinbapi Seyyid 

semai 

Isfahan 


Numan Aga 

semai 

Isfahan 


Mufetti$ Efendi 

beste 

ni$abur 


Muharrem 

beste 

buselik-a$iran 

devr-i revan 

Muharrem 

beste 

acem 

hafif 

Muharrem Aga 

$arki 

nihavend 


Muharremzade 

beste 

buselik 

devr-i revan 

Muhsin Aga 

beste 

segdh 

genber 

Muhziri 

beste 

saba 

hezeg 

Mumin Aga 

naki$ 

saba 

tiirki darb 

Mumin Aga 

nakip 

saba 

devr-i revan 

Mumin Aga 

naki$ 

saba 

fer 

Mumin Aga 

naki$ 

nihavend 

tiirki darb 

Mumin Aga 

naki$ 

acem-a$iran 

fer 

Milmin Aga 

naki$ 

acem 

evfer 

Mumin Aga 

nakip 

nipabur 

evfer 

Murad Aga 

naki$ 

Isfahan 

berefpan 

Musahib Ahmed Aga 

beste 

bayati 

hafif 

Musahib el-HacAga 

semai 

diigah 


Musahib Halim Aga 

semai 

hicaz 


Musahib SadikAga 

$arki 

arzbar 


Musahib Sadik (favu$ 

semai 

hicaz 


Musahib Salih Aga 

semai 

Isfahan 


Mustafa 

beste 

nikriz 

genber 

Mustafa 

parki 

gerdaniye 

devr-i revan 

Mustafa Aga 

beste 

evig 

zincir 

Mustafa Aga 

beste 

biizurk 

remel 

Mustafa Aga 

beste 

buselik 

muhammes 

Mustafa Aga 

beste 

irak 

devr-i revan 

Mustafa Aga 

beste 

$ehnaz 

remel 

Mustafa Aga 

beste 

hicaz 

genber 

Mustafa Aga 

beste 

hicaz 

genber 

Mustafa Aga 

beste 

buselik-apiran 

devr-i revan 

Mustafa Aga 

beste 

buselik-apiran 

nim devir 

Mustafa Aga 

beste 

babatahir 

nim devir 
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Mustafa Aga 

beste 

acem-agiran 

genber 

Mustafa Aga 

beste 

neva 

genber 

Mustafa Aga 

semai 

gerdaniye 


Mustafa Qavug 

beste 

Isfahan 


Mustafa Qavug 

garki 

Isfahan 


Mustafa £elebi 

beste 

biiziirk 

hafif 

Mustafa Qelebi 

beste 

uggak 

haflf 

Mustafa Efendi 

beste 

buziirk 

hafif 

Nali 

beste 

muhayyer 

fer 

Nali 

beste 

hicaz 

genber 

Nali 

beste 

buselik-apran 

genber 

Nali 

beste 

buselik-apran 

nim devir 

Nali 

beste 

buselik-apran 

evsat 

Nali 

beste 

buselik 

zincir 

Nali 

beste 

buselik 

evfer 

Nali 

beste 

diigah 

nim devir 

Nali 

beste 

diigah 

devr-i kebir 

Nali 

beste 

diigah 

zincir 

Nali 

beste 

nihavend 

devr-i revan 

Nali 

beste 

nihavend 

sakil 

Nali 

beste 

nihavend 

muhammes 

Nali 

beste 

nihavend 

devr-i kebir 

Nali 

beste 

acem-apran 

evsat 

Nali 

beste 

uggak 

genber 

Nali 

beste 

neva 

havi 

Nali 

beste 

neva 

genber 

Nali 

beste 

Isfahan 

sakil 

Nali 

beste 

Isfahan 

genber 

Nali 

beste 

Isfahan 

diiyek 

Nali 

beste 

nigabur 

nim devir 

Nali 

beste 

rehavi 

muhammes 

Nali 

beste 

rehavi 

genber 

Nali 

beste 

rehavi 

evfer 

Nali 

garki 

diigah 

devr-i revan 

Nali 

semai 

segah 


Nali 

semai 

buselik-apran 


Nali 

semai 

buselik 


Nali 

semai 

arazbar 
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Nali 

semai 

arazbar 


Nali 

semai 

niihiift 


Nali 

semai 

Isfahan 


Nali 

semai 

rast 


Nali 

semai 

rehavi 


Nana 

beste 

segah 

sakil 

Nana 

beste 

muhayyer 

penber 

Nana 

beste 

hicaz 

evfer 

Nana 

beste 

bestenigar 

evfer 

Nana 

beste 

buselik-a$iran 

tiirki darb 

Nana 

beste 

hilseyni 

sakil 

Nana 

beste 

dilgah 

penber 

Nana 

beste 

dilgah 

devr-i revan 

Nana 

beste 

dilgah 

devr-i revan 

Nana 

beste 

saba 

devr-i revan 

Nana 

beste 

hisar 

evfer 

Nana 

beste 

acem 


Nana 

beste 

acem 

evfer 

Nana 

beste 

acem-a$iran 

sakil 

Nana 

beste 

neva 

fer 

m 

Nasid Ibrahim Bey 

$arki 

nihavend 


Nasuh Ba$a Zade 

beste 

neva 

muhammes 

Nasuh Ba§a Zade 

beste 

nikriz 


Nasuh Ba$a Zade 

semai 

rehavi 


Nasuh Ba$a Zade 

semai 

rast 


Nathud 

beste 

ni$abur 

$enber 

Natun Efendi 

beste 

Isfahan 

nim devir 

Nazim 

beste 

bestenigar 

$enber 

Nazim 

beste 

bestenigar 

hafif 

Nazim 

beste 

segah 

remel 

Nazim 

beste 

irak 

zincir 

Nazim 

beste 

hicaz 

frenkfin 

Nazim 

beste 

bestenigar 

remel 

Nazim 

beste 

buselik 

remel 

Nazim 

beste 

huseyni 

havi 

Nazim 

beste 

dilgah 

devr-i kebir 

Nazim 

beste 

saba 

$enber 

Nazim 

beste 

gerdaniye 

$enber 
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Nazim 

beste 

gerdaniye 

fahte 

Nazim 

beste 

arazbar 

zincir 

Nazim 

beste 

arazbar 

genber 

Nazim 

beste 

acem 

muhammes 

Nazim 

beste 

acem 

muhammes 

Nazim 

beste 

acem 

remel 

Nazim 

beste 

acem 

muhammes 

Nazim 

beste 

acem-agiran 

genber 

Nazim 

beste 

acem-agiran 

darbeyn 

Nazim 

beste 

acem-agiran 

hafif 

Nazim 

beste 

neva 

devr-i revan 

Nazim 

beste 

nihavend 

genber 

Nazim 

beste 

neva 

genber 

Nazim 

beste 

neva 

genber 

Nazim 

beste 

nikriz 

remel 

Nazim 

naki$ semai 

hicaz 


Nazim 

naki$ semai 

uggak 


Nazim 

naki$ semai 

uggak 


Nazim 

parki semai 

babatahir 


Nazim 

semai 



Nazim 

semai 

gerdaniye 


Nazirzade 

naki§ 

segdh 

devr-i revan 

Nefi 

semai 

segdh 


Neget Efendi 

gazel 

hicaz 


Nevayi 

beste 

neva 

devr-i revan 

Nevayi 

semai 

neva 


Neyzen Ahdi 

beste 

Isfahan 

muhammes 

Neyzenbagi 

semai 

rast 


Niznam Yusuf Qelebi beste 

gerdaniye 

remel 

NiznamYusuf 

semai 

babatahir 


Numan Aga 

beste 

evig 

genber 

Numan Aga 

beste 

saba 

genber 

Numan Aga 

beste 

uggak 

genber 

Numan Aga 

garki 

rast 

gardarb 

Numan Aga 

semai 

saba 


Nutuki Mevlana 

nakig 

penggdh 


Odabagi 

beste 

acem 

devr-i revan 

Osman Aga 

beste 

gehnaz 

genber 
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Osman Aga 

semai 

nikriz 


Osman Aga 

semai 

nihavend 


Osman Qelebi Berber beste 

gerdaniye 

muhammes 

Osman Kalfa 

semai 

gerdaniye 


Ragib $ah 

yiiriik semai 

uzzal 


Receb 

beste 

evi$ 

evfer 

Receb 

beste 


$enber 

Receb 

beste 

biiziirk 

evfer 

Receb 

beste 

biiziirk 

$enber 

Receb 

beste 

bestenigar 

muhammes 

Receb 

beste 

segah 

hafif 

Receb 

beste 

segah 

sakil 

Receb 

beste 

segah 

darbeyn 

Receb 

beste 

segah 

penber 

Receb 

beste 

segah 

nim devir 

Receb 

beste 

irak 

penber 

Receb 

beste 

muhayyer 

hafif 

Receb 

beste 

$ehnaz 

diiyek 

Receb 

beste 

$ehnaz 

nim devir 

Receb 

beste 

muhayyer 

devr-i revan 

Receb 

beste 

muhayyer 

evfer 

Receb 

beste 

muhayyer 

sakil 

Receb 

beste 

$ehnaz 

sakil 

Receb 

beste 

rast 

hafif 

Receb 

beste 

hicaz 

evfer 

Receb 

beste 

bestenigar 

penber 

Receb 

beste 

buselik-apiran 

devr-i revan 

Receb 

beste 

buseiik 

sakil 

Receb 

beste 

buselik 

berefean 

Receb 

beste 

buseiik 

evfer 

Receb 

beste 

buselik 

muhammes 

Receb 

beste 

buseiik 

havi 

Receb 

beste 

hiiseyni 

evfer 

Receb 

beste 

diigah 

evfer 

Receb 

beste 

diigah 

nim devir 

Receb 

beste 

diigah 

penber 

Receb 

beste 

diigah 

diiyek 

Receb 

beste 

diigah 

devr-i kebir 
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Receb 

beste 

saba 

devr-i revan 

Receb 

beste 

gerdaniye 

genber 

Receb 

beste 

arazbar 

genber 

Receb 

beste 

arazbar 

genber 

Receb 

beste 

nihavend 

sakil 

Receb 

beste 

nihavend 

nim devir 

Receb 

beste 

nihavend 

evfer 

Receb 

beste 

acem 

fer 

Receb 

beste 

acem 

sakil 

Receb 

beste 

acem 

sakil 

Receb 

beste 

acem 

sakil 

Receb 

beste 

acem 

devr-i kebir 

Receb 

beste 

acem 

nim devir 

Receb 

beste 

acem 

genber 

Receb 

beste 

acem 

genber 

Receb 

beste 

acem 

genber 

Receb 

beste 

acem 

sakil 

Receb 

beste 

acem-a$iran 

genber 

Receb 

beste 

acem-a$iran 

genber 

Receb 

beste 

neva 

fer 

Receb 

beste 

neva 

sakil 

Receb 

beste 

neva 

genber 

Receb 

beste 

neva 

sakil 

Receb 

beste 

neva 

sakil 

Receb 

beste 

neva 

genber 

Receb 

beste 

u$$ak 

fahte 

Receb 

beste 

u$$ak 

fer 

Receb 

beste 

u$$ak 

genber 

Receb 

beste 

u$$ak 

fahte 

Receb 

beste 

u?$ak 

remel 

Receb 

beste 

nihavend 

genber 

Receb 

beste 

neva 

genber 

Receb 

beste 

neva 

sakil 

Receb 

beste 

neva 

evfer 

Receb 

beste 

nikriz 

muhammes 

Receb 

beste 

rehavi 

devr-i revan 

Receb 

beste 

rehavi 

genber 

Receb 

beste 

rehavi 

remel 
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Receb 

beste 

Receb 

beste 

Receb 

beste 

Receb 

beste 

Receb 

beste 

Receb 

naki$ 

Receb 

nakip semai 

Receb 

naki$ semai 

Receb 

$arki 

Receb 

semai 

Receb 

semai 

Receb 

semai 

Receb 

semai 

Receb 

semai 

Receb 

semai 

Receb 

semai 

Receb 

semai 

Receb 

semai 

Receb 

semai 

Receb 

semai 

Receb 

semai 

Receb 

semai 

Receb 

semai 

Receb 

semai 

Receb 

semai 

Receb 

semai 

Receb 

semai 

Receb 

semai 

Receb 

semai 

Receb 

semai 

Receb 

semai 

Receb 

semai 

Receb 

semai 

Receb 

semai 

Receb 

sengin semai 

Resid 

semai 

Rifat 

beste 

Rifat 

beste 


rehavi 
rehavi 
rehavi 
rehavi 
rehavi 
acem-a$iran 
niihuft 
Isfahan 
diigah 
evi<; 
evi$ 
evi£ 
bestenigar 

sunbiile 
hicaz 

hicaz 
buselik-a$iran 
buselik 
buselik 
buselik 
nihavend 
acem 
acem 
nuhiift 
niihuft 
u$$ak 
Isfahan 
nipabur 
nikriz 
rast 
rast 
rast 
rast 
u$$ak 
saba 

segah muhammes 
gerdaniye muhammes 


remel 
penber 
fahte 
berefyan 
havi 
tirki darb 

evfer 
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Rifat 

beste 

acem 

hafif 

Rifat 

beste 

niihuft 

remel 

Rifat 

beste 

niihuft 

hafif 

Rifat 

beste 

neva 

remel 

Rifat 

$arki semai 

mahur 


Rifat 

semai 

gargdh 


Rifat 

semai 

niihuft 


Rifat 

semai 

Isfahan 


Rifat 

semai 

Isfahan 


Sabri Efendi 

beste 

biiziirk 

hafif 

Sabri Efendi 

beste 

hicaz 

zincir 

Sabri Efendi 

beste 

acem 

muhammes 

Sabri Efendi 

beste 

acem 

hafif 

Sabri Efendi 

naki$ semai 

segdh 


Sabri Efendi 

semai 

segdh 

aksak 

Sabri Efendi 

semai 

segdh 

yiiriik semai 

Sabri Efendi 

yiiriik semai 

segdh 


Sadayi 

beste 

buselik-agiran 

evfer 

Sadullah 

$arki 

rast 


Sadullah 

yiiriik semai 

zirefkend 


Sadullah 

beste 

sunbiile 

zincir 

Sadullah Hitab Rasid semai 

diigdh 


$ah Abbas 

kdr 

gargdh 


§ah Kasim 

garki 

nihavend 

evfer 

$ah Molla 

beste 

Isfahan 

remel 

Sami Salih Aga 

garki 

buselik 

hafif 

$amh el-Hac Salih 

semai 

Isfahan 


$amh el-Hac Salih Aga semai 

uzzal 


Santuri Musa 

semai 

segdh 


San Baki 

semai 

gargdh 


Selaniki 

beste 

buselik-agiran 

muhammes 

Selaniki 

beste 

buselik 

berefean 

Selaniki Ahmed 

beste 

muhayyer 

evfer 

Selaniki Ahmed 

semai 

rast 


Selaniki Rahmi Efendi $arki 

babatahir 


Selim Giray Han 

garki 

buselik-agiran 


$emsi Tebrizi Hazretleri nakig 

penggdh 


Serge Ahmed £avu$ Aga beste 

acem 
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Serif 

beste 

neva 

evsat 

§erif 

beste 

neva 

sakil 

§erif 

beste 

neva 

sakil 

§erif 

$arki 

nihavend 

devr-i revan 

§eyda 

semai 

niihiift 


$eyda Hafiz 

parki 

Isfahan 


Seyda Hafiz 

semai 

Isfahan 


$eyh Abdi Ali 

naki$ 

niihuft 

tiirki darb 

§eyh Ali 

kdr 

irak 

sakil 

§eyh Ali Abdi 

kdr 

segah 

sakil 

Seyyid Mehmed 

semai 

nihavend 


Seyyid Ahmed 

beste 

evif 

penber 

Seyyid Hafiz 

$arki 

niihuft 


Seyyid Hafiz 

$arki semai 

mahur 


Seyyid Mehmed 

beste 


muhammes 

Seyyid Mehmed 

beste 

$ehnaz 

$enber 

Seyyid Mehmed 

beste 

hisar 

zincir 

Seyyid Mehmed 

beste 

acem 

$enber 

Seyyid Mehmed 

beste 

neva 

remel 

Seyyid Mehmed 

beste 

Isfahan 

remel 

Seyyid Mehmed 

semai 

evif 


Seyyid Mehmed 

semai 

gerdaniye 


Seyyid Mehmed 

semai 

acem 


Seyyid Mehmed 

semai 

nipabur 


Seyyid Mehmed Aga semai 

hisar 


Seyyid Nuh 

beste 

evig 

darbeyn 

Seyyid Nuh 

beste 

hicaz 

nim devir 

Seyyid Nuh 

beste 

buselik-afiran 

zincir 

Seyyid Nuh 

beste 

babatahir 

remel 

Seyyid Nuh 

beste 

karcigar 


Seyyid Nuh 

§arki semai 

rast 


Seyyid Nuh 

semai 

diigah 


Seyyid Nuh 

semai 

saba 


Silahdar Ali Pa$a 

semai 

§ehnaz 


Silahdar Ali Papa 

semai 

uzzal 


Silahdar Salih Aga 
Sultan Ahmed 

beste 

hiiseyni 

muhammes 

Hatibi Efendi 

semai 

sunbiile 
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Sultan Veled Hazretleri ayin 

bayati 


Siitfiizade 

beste 

Isfahan 


Siitfiizade 

beste 

segdh 

devr-i kebir 

Siitfiizade 

beste 

huselik 

hafif 

Sufyiizade 

beste 

acem 

devr-i revan 

Sutfiizade 

beste 

neva 

muhammes 

Sutfiizade 

beste 

neva 

devr-i revan 

Siitfiizade 

beste 

nikriz 

muhammes 

Siitfiizade 

beste 

rast 

remel 

Tabi 

beste 

sazkdr 

zincir 

Tabi 

beste 

buzz am 

darbeyn 

Tabi 

beste 


remel 

Tabi 

beste 

biiziirk 

hafif 

Tabi 

beste 

muhayyer 

darb-ifetih 

Tabi 

beste 

buselik-afiran 

hafif 

Tabi 

beste 

buselik 

sakil 

Tabi 

beste 

buselik 

muhammes 

Tabi 

beste 

dilgdh 

fenber 

Tabi 

beste 

neva 

devr-i kebir 

Tabi 

beste 

rehavi 

fenber 

Tabi 

beste 

rehavi 

hafif 

Tabi 

nakif semai 



Tabi 

nakif semai 

dilgdh 


Tabi 

nakif semai 

neva 


Tabi 

farki 



Tabi 

semai 

siinbiile 


Tabi 

semai 

hisar 


Tabi 

semai 

rast 


Tabi Efendi 

beste 

dilgdh 

zincir 

Tahir Efendi 

beste 

rast 

zincir 

Tahir Efendi 

nakif semai 

uffak 


Tahirzade Efendi 

beste 

uffak 

dilye k 

Tanburi 

farki 

segdh 


Tanburi 

farki 

siinbule 


Tanburi 

farki 

fehnaz 


Tanburi 

farki 

fehnaz 


Tanburi 

farki 

buselik 


Tanburi 

farki 

acem 
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Tanburi 

parki 

nihavend 


Tanburi 

parki 

neva 


Tanburi 

parki 

rehavi 


Tanburi 

semai 

uppak 


Tanburi Ahmed Efendi 

beste 

acem-apiran 


Tanburi Dervip Mehmed 

semai 

irak 


Tanburi Emin Efendi 

beste 

acem 

muhammes 

Tanburi Hasan 

parki 

acem 

evfer 

Tanburi Huseyin 

beste 

acem 

zincir 

Tanburi Huseyin 

beste 

buselik-apiran 

evfer 

Tanburi ibrahim 

beste 

bayati 

frenkpin 

Tanburi ibrahim 

semai 

sunbule 


Tanburi ibrahim 

semai 

penpgah 


Tanburi Mehmed Aga 

beste 

nihavend 

fahte 

Tanburi Musa 

beste 

rehavi 

remel 

Tanburi Musa Han 

semai 

nihavend 


Tanburi Mustafa £avup 

semai 

bayati 


Tanburi Yakub Aga 

beste 

rast 


Tanburi Yasif 

beste 

acem-apiran 


Tanburi Yasif 

semai 

rahatulervah 


Tasci Ahmed Aga 

parki 

Isfahan 


Tasci Receb 

semai 

buselik-a$iran 


Tapcizade 

beste 

rast 

zincir 

Tapcizade Efendi 

beste 

saba 

fer 

Tatar ibrahim Aga nakip semai 

Isfahan 


Tatar ibrahim Aga 

semai 

uzzal 


Tesbihci 

beste 

nuhilft 

hafif 

Tevkafi Kafi Efendi 

beste 

nikriz 


Tophane Katibi 

semai 

rast 


Tosunzade 

beste 

evip 

zincir 

Tosunzade 

beste 

evip 

muhammes 

Tosunzade 

beste 

evi$ 

hafif 

Tosunzade 

beste 

evip 


Tosunzade 

beste 

hicaz 

muhammes 

Tosunzade 

beste 

buselik-apiran 

evfer 

Tosunzade 

beste 

buselik-apiran 

evfer 

Tosunzade 

beste 

buselik 

penber 

Tosunzade 

beste 

diigah 

muhammes 
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Tosunzade 

beste 

saba 

remel 

Tosunzade 

beste 

babatahir 

havi 

Tosunzade 

beste 

babatahir 

muhammes 

Tosunzade 

beste 

gerdaniye 

zincir 

Tosunzade 

beste 

rehavi 

muhammes 

Tosunzade 

nakig semai 

neva 


Tosunzade 

garki semai 

acem 


Tosunzade 

semai 

buselik-agiran 


Tosunzade 

semai 

mahur 


Tosunzade 

beste 

neva 

zincir 

Uncuzade Hagmet Efendisemai 

buselik 


Usta Hatim Aga 

beste 

hicaz 

hafif 

Vahgi Baga 

beste 

buselik 

hafif 

Yahudi 

semai 

buselik-agiran 


Yakub 

beste 

babatahir 

devr-i revan 

Yakub Aga 

semai 

uggak 


Yakubzade 

garki semai 

gargah 


Yani Corci 

semai 

buselik 


Yasif 

beste 

buselik 

devr-i revan 

Yasif 

beste 

gerdaniye 

hafif 

Yasif 

semai 

rast 


Yusuf Qelebi 

beste 

nikriz 

zincir 

Yusuf Qelebi 

beste 

buselik 

genber 

Yusuf £elebi 

beste 

buselik 

fer 

Yusuf Qelebi 

beste 

buselik 

muhammes 

Yusuf Qelebi 

beste 

muhayyer 

devr-i revan 

Yusuf Qelebi 

beste 

gerdaniye 

genber 

Yusuf Qeiebi 

beste 

babatahir 

nim devir 

Yusuf Qelebi 

beste 

gerdaniye 

hafif 

Yusuf Qelebi 

beste 

gerdaniye 

genber 

Yusuf Qelebi 

beste 

niihuft 

nim devir 

Yusuf Qelebi 

beste 

niihiift 

devr-i kebir 

Yusuf Qelebi 

beste 

nuhiift 

zincir 

Yusuf felebi 

semai 



Yusuf Qelebi 

semai 

saba 


Zaharya 

beste 

acem-agiran 

genber 

Zaharya 

beste 

acem-agiran 

muhammes 

Zaharya 

beste 

uggak 

genber 
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Zaharya 

beste 

karcigar 

berefgan 

Zaharya 

beste 

karcigar 

hafif 

Zaharya 

beste 

nihavend 

genber 

Zaharya 

beste 

Isfahan 

nim devir 

Zaharya 

beste 

Isfahan 

nim devir 

Zaharya 

beste 

Isfahan 

genber 

Zaharya 

beste 

nikriz 

muhammes 

Zaharya 

beste 

nikriz 

hafif 

Zaharya 

beste 

rehavi 

genber 

Zaharya 

semai 

Isfahan 


Zaharya 

semai 

mahur 


Zakir 

beste 

hicaz 

genber 

Zeki 

beste 

buselik-agiran 

hezeg 

Zeki 

beste 

buselik-afran 

genber 

Zeki 

beste 

buselik 

devr-i kebir 

Zeki Halil 

beste 

irak 

sakil 

Zeki Halil 

beste 

acem 

devr-i kebir 


aksak semai 

uzzal 



aksak semai 

rehavi 



beste 

Isfahan 

genber 


beste 

Isfahan 

muhammes 


beste 

biiziirk 



beste 

rahatiilervah 



beste 

rahatiilervah 



beste 

rahatiilervah 



beste 

rahatiilervah 



beste 

bestenigar 

berefgan 


beste 

buselik 



beste 

buselik 



beste 

buselik 



beste 

buselik 

frenkgin 


beste 

irak 



beste 

irak 



beste 

irak 



beste 

muhayyer 



beste 

muhayyer 



beste 

muhayyer 



beste 

muhayyer 
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beste 

muhayyer 


beste 

muhayyer 


beste 

muhayyer 


beste 

muhayyer 

sofyan 

beste 

$ehnaz 

muhammes 

beste 

$ehnaz 

zincir 

beste 

muhayyer 


beste 

muhayyer 

nim sakil 

beste 

$ehnaz 

evfer 

beste 

rast 


beste 

rast 

muhammes 

beste 

$ehnaz 

fenber 

beste 

hicaz 

genber 

beste 

hicaz 

darbeyn 

beste 

hicaz 

hafif 

beste 

hicaz 

berefyan 

beste 

hicaz 

zincir 

beste 

buselik-a§iran 

genber 

beste 

buselik-apiran 

genber 

beste 

buselik 


beste 

buselik 

zincir 

beste 

buselik 

sakil 

beste 

buselik 

fenber 

beste 

buselik 


beste 

buselik 


beste 

buselik 


beste 

hiiseyni 


beste 

huseyni 


beste 

hiiseyni 

evfer 

beste 

huseyni 

berefean 

beste 

diigah 


beste 

diigah 


beste 

diigah 


beste 

diigah 

remel 

beste 

saba 

muhammes 

beste 

huseyni 

genber 

beste 

huseyni 

sakil 

beste 

saba 
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beste 

saba 


beste 

saba 

penber 

beste 

saba 

sakil 

beste 

saba 


beste 

saba 


beste 

saba 

hafif 

beste 

saba 

devr-i kebir 

beste 

hisar 


beste 

hisar 

$enber 

beste 

saba 

zincir 

beste 

arazbar 


beste 

arazbar 


beste 

nihavend 


beste 

nihavend 

muhammes 

beste 

acem 

muhammes 

beste 

acem 


beste 

acem 

fahte 

beste 

acem 

hafif 

beste 

acem 

$enber 

beste 

acem 

genber 

beste 

acem 

zincir 

beste 

acem 


beste 

acem 


beste 

acem 


beste 

acem 


beste 

niihuft 


beste 

u$$ak 

nim devir 

beste 

u?$ak 

devr-i revan 

beste 

uppak 

zincir 

beste 

u$$ak 

$enher 

beste 

neva 


beste 

neva 


beste 

u$$ak 

devr-i revan 

beste 

bayati 

genber 

beste 

bayati 

nim devir 

beste 

neva 

hafif 

beste 

neva 


beste 

neva 



167 







neva 


heste 


beste 

Isfahan 

devr-i kebir 

beste 

Isfahan 

berefpan 

beste 

Isfahan 

diiyek 

beste 

Isfahan 

dilyek 

beste 

Isfahan 

diiyek 

beste 

Isfahan 

diiyek 

beste 

Isfahan 

hafif 

beste 

Isfahan 

penber 

beste 

nipabur 


beste 

nipabur 


beste 

nipabur 


beste 

nipabur 

hafif 

beste 

penpgah 

penber 

beste 

rehavi 

sakil 

beste 

rehavi 

muhammes 

beste 

rehavi 


beste 

rehavi 


beste 

rast 

diiyek 

beste 

rast 


beste 

rast 


beste 

rast 

hafif 

beste 

rast 

hafif 

kar 

hiiseyni 

sakil 

kar 

uppak 


nakip 

Isfahan 

devr-i revan 

nakip 

nihavend 


nakip 

Isfahan 


nakip 

nikriz 


nakip 

penpgah 


nakip semai 
nakip semai 

Isfahan 

yiiriik semai 

nakip semai 

suzinak 


nakip semai 

hicaz 


nakip semai 

buselik 


nakip semai 

buselik 


nakip semai 

buselik 


nakip semai 

diigah 



168 




nakig semai 

saba 


naki$ semai 

diigah 


nakig semai 

saba 


nakig semai 

niihuft 


nakig semai 

u$$ak 


nakig semai 

usgak 


nakig semai 

bayati 


nakig semai 

Isfahan 


nakig semai 

bayati 


nakig semai 

Isfahan 


nakig semai 

nigabur 


nakig semai 

penggah 


nakig semai 

rast 


nakig semai 

rast 


nati gerif 

penggah 


nazire 

rast 


garki 

evig 


garki 



garki 


devr-i revan 

garki 

neva 

devr-i kebir 

garki 

bestenigar 


garki 

araban 


garki 

bestenigar 


garki 

sunbule 

devr-i revan 

garki 

siinbule 

devr-i revan 

garki 

buselik 


garki 

muhayyer 

semai 

garki 

muhayyer 

semai 

garki 

muhayyer 


garki 

uzzal 

semai 

garki 

uzzal 

evsat 

garki 

hicaz 


garki 

hicaz 

devr-i revan 

garki 

hicaz 

devr-i revan 

garki 

hicaz 

semai 

garki 

hicaz 

devr-i revan 

garki 

hicaz 

devr-i revan 

garki 

buselik 

semai 
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$arki 

diigah 


$arki 

dilgdh 


parki 

diigah 

devr-i revan 

parki 

hiiseyni 

semai 

parki 

acem 


$arki 

babatahir 

devr-i revan 

$arki 

babatahir 

devr-i revan 

$arki 

babatahir 

devr-i revan 

§arki 

$ehnaz 

devr-i revan 

$arki 

pehnaz 


$arki 

arazbar 


$arki 

nihavend 

genber 

$arki 

acem 

sofyan 

$arki 

acem 


$arki 

u^ak 

sofyan 

$arki 

bayati 


parki 

bayati 


$arki 

bayati 


parki 

nihavend 

devr-i revan 

$arki 

nipahur 

devr-i revan 

parki 

nipahur 

devr-i revan 

$arki semai 

acem-apiran 


§arki semai 

diigah 


$arki semai 

gerdaniye 


$arki semai 

arazbar 


parki semai 

acem-apiran 


?arki semai 

u$$ak 


$arki semai 

bayati 


$arki semai 

bayati 


$arki semai 

Isfahan 


$arki semai 

neva 


$arki semai 

Isfahan 


$arki semai 

mahur 


parki semai 

rehavi 


semai 

evig 


semai 

evip 


semai 

segdh 


semai 

rahatiilervah 





semai 

rahatiilervah 


semai 

rahatiilervah 


semai 

rahatiilervah 


semai 



semai 



semai 

segah 

aksak 

semai 

segah 

aksak 

semai 

muhayyer 


semai 

muhayyer 


semai 

muhayyer 


semai 

siinbiile 


semai 

siinbiile 


semai 

sunbiile 


semai 

siinbule 


semai 

sunbiile 


semai 

sunbiile 


semai 

sunbiile 


semai 

muhayyer 

\ 

semai 

suzidilara 


semai 

hicaz 


semai 

hicaz 


semai 

hicaz 


semai 

hicaz 


semai 

hisar 

aksak 

semai 

hisar 


semai 

buselik 


semai 

buselik 


semai 

buselik 


semai 

buselik 


semai 

buselik 


semai 

buselik 


semai 

buselik 


semai 

buselik 


semai 

buselik 


semai 

diigah 


semai 

diigah 


semai 

diigah 


semai 

diigah 
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semai 

huseyni 

semai 

acem 

semai 

saba 

semai 

saba 

semai 

fargah 

semai 

$argah 

semai 

nihavend 

semai 

nihavend 

semai 

nihavend 

semai 

gerdaniye 

semai 

acem 

semai 

nuhiift 

semai 

nuhiift 

semai 

nuhuft 

semai 

nuhiift 

semai 

u$$ak 

semai 

u?$ak 

semai 

neva 

semai 

neva 

semai 

bayati 

semai 

Isfahan 

semai 

Isfahan 

semai 

Isfahan 

semai 

bayati 

semai 

bayati 

semai 

neva 

semai 

neva 

semai 

neva 

semai 

neva 

semai 

bayati 

semai 

bayati 

semai 

mahur 

semai 

mahur 

semai 

Isfahan 

semai 

Isfahan 

semai 

ni$abur 

semai 

ni$abur 

semai 

ni$abur 




semai 
semai 
semai 
semai 
semai 
semai 
semai 
semai 
semai 
semai 
semai 
sengin semai 
sengin semai 
taksim 
taksim 
taksim 
taksim 
taksim 
taksim 
taksim 
taksim 
taksim 
taksim 
taksim 
taksim 
taksim 
taksim 
taksim 
taksim 
taksim 
taksim 
taksim 
taksim 
taksim 
taksim 
taksim 
taksim 
taksim 


ni$abur 

nikriz 

nikriz 

pencgah 

penggah 

rast 

rast 

rast 

rast 

rast 

rast 

Isfahan 

Isfahan 








taksim 


taksim 


taksim 


yiiriik semai 


yiiriik semai 


yiiruk semai 

segah 

yiiruk semai 

uzzal 

yiiruk semai 

diigah 

yiiruk semai 

saba 

yiiriik semai 

saba 

yiiriik semai 

saba 

yiiriik semai 

nuhiift 

yiiriik semai 

bayati 

yiiriik semai 

neva 

yiiriik semai 

nikriz 

yiiriik semai 

rast 
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